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ABSTRACT
This dissertation is a critical analysis of the transformations in the definition of a modem
architectural artifact and the artifact's changing status in an institutional context. This
work develops on a series of themes which proceed on the assumption that various
procedures performed by specialized institutions in architecture have been effective in the
process of the definition of an architectural artifact. It starts from the proposition that
transformations in the definition of architectural expressions are due to the confluence of
specific institutional procedures.
Since the 1970s, architectural culture was enriched with the rapid emergence and growth
of a number of specialized institutions, namely, architectural museums, archives, research
centers, and galleries. At the turn of the nineteenth-century, the field of architecture had
witnessed a comparable process with the emergence of various architectural societies and
professional organizations. Transforming the collector's practices of the enlightenment,
these modern institutions sought to establish the foundations of an architectural
knowledge based on documents. These institutional practices would also lead to the
construction of an architectural culture based on monuments. In my study, I examine the
continuation of this activity, arguing that our late twentieth-century institutions both
inherited from and critically transformed these foundational projects.
In the following six chapters, I examine different procedures taking place in these
institutions: collecting, exhibiting, preserving, indexing, cataloguing, and
institutionalizing. Focusing on different materials, each thematic chapter investigates the
shifts among the intellectual outcomes of these procedures. Their material and conceptual
aftermath are the subject of every chapter. Each autonomous chapter is meant to gain
precision from its contextual relation to the others and to the definition of the architectural
artifact itself. It is not the intention of this dissertation to trace back the historical
development of architectural institutions nor to choose its examples from a single
geographic or historic location. Rather, by formulating the question as 'what are the
intellectual consequences of a specific process and its effects on the definition of an
architectural artifact?' it critically analyzes the working logic of specialized institutions in
the early nineteenth and late twentieth centuries. Institutions function in the discipline not
as instruments of self-powered or autonomous entities but as intellectual members of a
larger cultural mechanism. Their operation regulates and is regulated by the dyna mics of
the discipline of architecture and is informed by a larger social framework.
A concluding chapter relates the specific processes taking place in specialized institutions
to disciplinary performance. It emphasizes the contradiction between process and
product. This analysis will lead us to suggest that for institutionalized artifacts of
architecture, there is no absolute state of being merely a document (a factual, formal,
objective evidence) or a monument (a conditional, relativist, subjective interpretation).
Rather, I argue that the various processes performed in specialized institutions coalesce
into these two distinct statuses. This correlation suggests the integration of architectural
culture into a larger cultural system.
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INTRODUCTION
Architectural Artifacts--drawings, prints, books, models, and more
recently, photographs--have long been collected by museums, libraries, and
the archives of governmental and private institutions. However,
autonomous architectural museums or departments within museums are
recent phenomena.
(Canadian Centre for Architecture, 1989)
The architectural museum, founded in the year 1851, in Canon Row
Westminster, as the nucleus of a national museum of architectural art, is
intended to supply that great and increasing want, now felt by the public,
architects, artists, and art-workmen, of the means of referring to and
studying the architectural art of past ages, and of those arts which have had
their origin in architectural art. Its direct practical object is to improve and
perfect the art-workmanship of the present time.( The Architectural Museum, 1858)
In recent years architectural culture has been enriched with an increasing diversity of
visual and textual representation of its products. Exhibitions and various publications
have broadened the dissemination of architectural expressions within the overall culture
and within the discipline itself.' Crucial to this phenomenon has been the emergence of
specialized institutions. Private collections, galleries, archives, research centers, and
museums of architecture have intensified the collection of artifacts, such as drawings,
models, sketchbooks, and related written sources. Combined with printed media, these
institutions have exposed and published architectural products to develop a new
awareness in the investigation of an architectural culture. In the process however, the
informative function of these artifacts has been transformed. Visual or textual
expressions, whether executed before or after the construction of an edifice, are subject to
1Although I do not conceive of so-called architectural culture in a class by itself or severed from the
'totality of human culture', I still believe that the discipline has the diversity in its own body of
knowledge to be considered as one of the important dimensions of culture as such. The term culture is
used here as it is defined by Yehuda Elkana and I follow his basic presupposition in which the "various
dimensions of culture: religion, art, science, ideology, and common-sense correlate;" and they are all
understood as "cultural systems." Elkana rejects the alternative approach, according to which culture can
be viewed as "an arithmetical sum of its dimensions which can then be sliced up into Religion, Art,
Science, etc." A Programmatic Attempt at an Anthropology of Knowledge, pg. 7.
redefinition by their new position within the borders of an institution. This potential
process of redefinition raises the question of the changing status of these artifacts.
Architects' sketches, drawings, models, even drawing instruments and the environment
architects work in, which were commonly part of a private or professional activity, find a
new significance both historically and culturally. In the following study, I address the
many issues related to this current phenomenon. More specifically, I focus on the
mutation or the displacement of architectural artifacts, and their changing status in an
institutionalized context.
Architectural Artifacts
The expression "architectural artifact" is here understood to encompass the graphic and
textual works of architects. This expression does not refer to buildings except in special
circumstances where specialized institutions themselves treat buildings as artifacts. In my
analysis, the definition of an architectural artifact is found at the intersection of two
courses of action: the material formation of the artifact, and its cultural interaction through
specialized institutions. Therefore, listing the conventional communication tools of an
architect is not to limit the definition of an artifact to drawings, models, or sketches.
Rather, I argue that this definition changes and becomes more inclusive. Moreover, our
understanding or reading of artifacts changes because this reading is also modified by the
artifacts' institutional interactions.
The notion of 'architectural artifact as representation' emerges during the
transmission of artifacts through exhibitions and publications. Architectural drawings,
models, and even written sources such as letters and legal contracts, have come to be
considered not solely as analytical tools and informative documents but also as "worthy
artifacts in their own right."2 An architect's signature on a drawing assigns authorship
and ownership rights. Moreover, it symbolizes an architect's responsibility over a
project. By exhibiting and publishing architects' work, specialized institutions in
architecture have the capacity to change the role of architects' signatures. An architectural
drawing signed by an architect can both attest to the legal response taken by an architect
and be defined as a museum object. By exposing both its representational and material
qualities, this dual nature questions the conventional definition of an architectural artifact.
The recontextualization of architectural artifacts in an institutional environment is
formed by political, economic, and cultural forces which have the capacity to shape both
the institution and the artifact. This recontextualization is also involved with the
architect's own response to these forces in terms of the historical, theoretical,
professional, or aesthetic formation of its material. The material of architecture is to be
understood in a larger framework which includes both the institution and the artifact. This
larger framework situates the definition of an architectural artifact at the intersection of a
process of material production and reflective conceptual discussion.
Specialized Institutions in Architecture
During the 1970s architectural museums, modem architectural archives, and galleries,
were founded or reorganized as independent institutions. Established as a new institution
or reformed within a preexisting organization, they were explicitly defined as architectural
institutions. During their public openings, the goals of these institutions were presented
with an emphasis on their interest in-the transmission of information and the promotion of
knowledge of architecture. During the last twenty years a number of architectural
museums were established, particularly in Europe. Sveriges Arkitekturmuseum (the
2Jill Lever and Margaret Richardson, The Architect as Artist New York, 1984. See also, Norbert
Messler, "The Artist as Builder. On Architecturalism in German Art," Artscribe Intemational. January-
February, 1990.
Swedish Museum of Architecture) in Stockholm was founded in 1962 and reorganized in
1979. Muzeum Architektury we Wroclawiu in Wroclaw-Poland (the Museum of
Architecture in Wroclaw) was founded in 1965 as a branch of another museum under the
name of the Museum of Architecture and Reconstruction. In 1971 it was reorganized as
an independent architectural museum. Orszdgos Miiemldki Fel0gyel6s6g in Budapest (the
Hungarian Museum of Architecture) was founded in 1968 and reorganized in 1975.
Suomen Rakennustaiteen Museo in Helsinki (the Museum of Finnish Architecture) was
founded as a photo-archive in 1949, formed into a museum in 1956, and finally, included
an architectural drawing collection in 1989. In 1972 the Architectural Museum of
Lubliana, in 1975 the Norwegian Museum of Architecture, and in 1984 Deutsches
Architekturmuseum in Frankfurt were founded as specialized architectural museums. 3 In
addition, there were modern architectural archives, such as the Mus6e des Archives
d'Architecture Moderne, in Brussels (1968), the Archives of the Aga Khan Award for
Architecture in Geneva, and the Institut Franeais d'Architecture, in Paris.4 Architectural
galleries, for example the Heinz Gallery (1972), Gallery Lingard, (1981) and Manspace
Gallery (1981) in London, and finally the Canadian Centre for Architecture, in Montreal
(founded in 1979 and opened to the public in 1989) were established within the last
twenty years.5 Along with their general interest in architecture, they all focused on
collecting and preserving architectural artifacts and making their collections public. Their
collections were expanded by donations and acquisitions. The changes in their methods
of collecting and preserving, however, implied evaluation, choice, and ethical
responsibility.
3Architekturni Muzej Ljubljana in Lubliana-former Yugoslavia, Norsk Arkitekturmuseum in Oslo.
41nstitut Frangais d'Architecture or the French Institute for Architecture was founded in 1979 and the
Centre d'Archives d'Architecture du XX6 Sibcle de lInstitut Frangais d'Architecture was founded in 1986.
5There are also architectural departments within larger institutions, such as the Museum of Modern Art
(MOMA) in New York, Centre Georges Pompidou in Paris, and J. P. Gett Center in California.
From the above-mentioned institutions, I closely analyzed the following four: the
Royal Institute of British Architects' Heinz Gallery, the Canadian Centre for Architecture
(CCA), the Centre d'Architecture of the Institut Frangais d'Architecture (IFA), and the
Deutsches Architekturmuseum (DAM). They all claim that they are established with the
explicit goal of raising the quality of the built environment. They all collect architectural
artifacts. They have been the most active and influential with their established structure,
numerous publications, and public exhibitions.
The founders of these institutions also took an active part in the formation of a
larger organization in 1979. Phyllis Lambert, director of the CCA, John Harris, former
librarian and curator of the RIBA Drawings Collection, Maurice Culot, head of the
department Archives et Histoire of the IFA, were closely involved in the establishment of
the International Confederation of Architectural Museums (ICAM). Shortly after the
foundation of ICAM the Deutsches Architekturmuseum became a member of the
confederation.
As stated in the Charter promulgated on 22 August 1979, ICAM uses the term
"confederation" to describe the integrated operation of architectural museums, archives,
centers and galleries. Its major goal is "to foster links between all those interested in the
promotion of architecture." ICAM is founded to set "the rules of the game," by
establishing conventions for the functioning of its member institutions. Specific qualities
of these member institutions, however, present qualitative differences. The legal and
administrative structure of each institution is obviously different. Problems of
organization and financial subsidy can hardly be generalized from one country to another.
The DAM was established as a government agency and was administratively connected to
the Ministry of Culture, the Centre d'Archive of the IFA was established as a new
department dependent on two larger government institutions, the CCA was founded by a
private collector, and the Heinz Gallery of RIBA was part of a semi-public institution.
Their financial and spatial capacities were defined according to different legislation. Their
internal administrative structure, the number and specialties of their employees and the
hierarchy of responsibilities within the staff were specific to each case. Moreover, they
were all established to collect, store, and display architectural artifacts, yet the sources of
their collections were different. Despite their differences, their focus of interest, the
architectural artifact, was common ground. They wish to handle these artifacts based on
'scientific methods.' But the application of such treatment has the potential to reform the
artifacts. This reformation can improve the artifacts' physical condition; it can also
relocate them to change their status in architectural culture. But, may be more important
than these, it can induce new kinds of artifacts.
At the beginning of the nineteenth-century, a number of societies and
organizations were established with comparable goals. Transforming the collector's
practices of the eighteenth-century Enlightenment, they sought for substantiated ways of
collecting and preserving artifacts. Their goal was also the promotion of the architectural
profession. A question arises from this abstract comparison: is this notion of contribution
to the advancement of architecture in an institutional context similar for contemporary
institutions?
The transformation of a number of private collections to public organizations in
the late eighteenth and early nineteenth centuries, developed some notions which
preceded the contemporary practices of our specialized institutions (figure 1). The
personal attempts to collect architectural artifacts, identified with individual names such as
Alexandre Lenoir, Choiseul Gouffier, Frangois-Louis Cassas, or Du Sommerard in
France and Sir John Soane, or Sir John Drummond Stewart in England, were
transformed into public organizations which became known as the Musde des monuments
frangais (1791-1816), the Galerie d'architecture (1806), the Musde de Cluny (1843) in
Paris, and Sir John Soane's Museum (1833) or the RIBA Drawings Collection (1835) in
London. These individuals' engagement in the promotion of architecture took various
forms, such as taxonometric arrangements in inventories and dictionaries, and
categorization of artifacts in architectural exhibition catalogues and encyclopedias.
The emergence of various architectural societies and organizations in Europe in
the first half of the nineteenth century coincided with the major transformation which had
marked the eighteenth-century Enlightenment. Our twentieth-century institutions were
inherited and transformed from these institutions and practices which developed during
the first half of the nineteenth century. Originality, authenticity, totality, continuity, or
uniqueness, were some of the notions which developed during the establishment of the
nineteenth-century societies, public institutions, and particularly, museums. Thus the
question remains, what are the critical relationships we can extract from these notions?
Method
My study establishes an historical dialogue between the late twentieth and late
eighteenth/early nineteenth century practices. Therefore, it must not be viewed as an
historical reconstruction of the development of specialized institutions in architecture. To
talk of historical dialogue is not to question traditional approaches of history writing.
Rather, it is to stress that my inquiry starts from contemporary concerns; that the goal of
my work is to propose a critical reading of contemporary architectural institutions and
their practices. This reading can only gain from focused historical reconstructions, re-
evaluations, and dialogues. A process of "dialogical understanding" finds its definition in
Yehuda Elkana's "theory of the growth of knowledge." 6 According to Elkana,
"knowledge grows by a continuous critical dialogue between competing total world-
views." This statement is based on the assumption that in certain circumstances it is
possible to take a section from an artificially frozen point in time. With that assumption,
6Elkana, (see note 1), pp. 51-63.
the different factors influencing a particular state of knowledge at a given time can be
analyzed. The so-called "dialogue" takes place among the different factors of the
presumably fixed circumstances. The intersection of different factors, namely, "views of
the world," beliefs about sources of knowledge (tradition, intuition, authority, etc.),
ideologies, political considerations, social pressures, values and norms, are understood
as the results of a dialogue which forms the totality of that particular section.7
Approaching from a different point of view, Mikhail Bakhtin defines "dialogical
understanding" as a tool for "interpretation". In his theory of literature, understanding is
based on a continuous interactive process between an "initial remark (utterance)" and the
"reply" it elicits (response). According to Bakhtin, in order to be able to understand a
theme, a fact, or an occurrence, an active dialogue is essential. When this responsive
interaction is applied to a process of understanding, it calls for a dialogical exchange both
with the past and with contemporary practices. 8
Processes (Re)Define Architectural Artifacts
Within the walls of an institution, architectural drawings, sketches, models, written
sources, and sometimes one-to-one scale construction details are collected, preserved,
catalogued, and authorized, to be defined as architectural artifacts. It is not only the
quality or the complexity of the different themes embedded in this definition but also the
multiplicity of the 'conceptual structures'--aesthetics, linguistics, law--involved which
7
"Dialogical understanding" is the subject of Bakhtin's literary criticism. See Tzvetan Todorov, Mikhail
Bakhtin. The Dialogical Principle. trans. Wlad Godzich, Minneapolis: Minnesota University, 1984, (first
published in Paris, 1981). This "dialogical understanding" was applied to a discussion on historiography
by Dominick LaCapra in History & Criticism, Ithaca: Cornell University Press, 1985, pg. 9. "This book
does not argue one dominant thesis, but it is activated by a number of related concerns: the complex
nature of history as a "dialogical" exchange both with the past and with others inquiring into it; the role
of critical theory in historical understanding; the relation of historiography to other disciplines; and need
for historians to respond creatively to newer challenges in contemporary thought."
8LaCapra (see note 6), pg. 9. "Historiography is dialogical in that, through it, the historian enters into a
'conversational' exchange with the past and with other inquirers seeking an understanding of it."
will be taken into consideration. The actual complexity emerges from the fact that these
intellectual practices are mostly superimposed on one another and they also transform
depending on the context of their operation. 9
In this study, I argue that specific processes performed by specialized institutions
in architecture have been effective in defining an architectural artifact. The significance of
these architectural artifacts is continuously transformed as it is subject to these
procedures. This transformation continuously redefines the disciplinary and legal status
of architectural artifacts.
In the following six chapters, I will examine these procedures which I identified
as the major functions of these institutions. I start with the assumption that it is possible
in certain circumstances to analyze these thematic procedures and to relate them to
historical processes such as disciplinary specialization, secularization, and legal
authorization. Moreover, all these activities, I argue, are effective in defining architectural
artifacts as autonomous entities.
The first procedure, collecting, indicates a process of gathering architectural
artifacts in different modes and for different reasons. During the process of collecting, the
meaning of the artifact is subject to change. A study of the relationship between the
container--a curiosity cabinet, an archive, a museum--and the contained--a specimen, an
antique, an aesthetic object--provides an understanding of modifications in the definition
of an architectural artifact. To give but one example, Sir John Soane's Museum in
9This discussion on the epistemological relation between the "conceptual structures" or "cultural system"
relies on Elkana's definition of "thick description", Elkana (see note 1), pg. 44, "Ryle introduced thick
description in his Thinking and Reflection 1966. Geertz uses Ryle's thick description as a novel tool for
all ethnography." Elkana explains "thick description" in history of science. While doing so he makes a
distinction between "observation" and "theory." Elkana uses Ryle's definition of "thick description" as a
tool to illustrate this distinction. For Ryle it is a "way of describing the complexity of thinking: he starts
from the most elementary on-layer activity like, for example, counting the number of cars on the street.
Describing this activity involves a very "thin description." Then layer by layer the activity becomes more
complex and its description thicker." For further applications of the concept see the footnote in the same
page (pg. 44) where Elkana refers to Wittgenstein, Merton, Toulmin, and Thomas Khun.
London (1837) and the competing interpretations of his private collection epitomize this
transformation process. Soane's collection stands at the threshold between the private and
the public. It also shows the characteristics of the formal (aesthetic) analysis of the
eighteenth century and the cultural (historical and didactic) approach of the nineteenth
century. Both characteristics are correlated in a single collection. The examples I chose to
analyze--Sir John Soane's Museum, the Prints and Drawings Collection of the Royal
Institute of British Architects, and the Canadian Centre for Architecture--represent major
historical shifts in the status of collecting in architecture.
Exhibiting architects' works can serve different purposes. As an institutional
procedure, it has the capacity to produce new readings of architectural artifacts regardless
of the historical and architectural context in which they were executed. The way an
artifact is exhibited and the context in which it is displayed conditions the way it is
understood. While organizing his architectural exhibition in an imaginary "Palace of
Architecture" (1840), George Wightwick faced the problem of what to include in an
architectural exhibition and how to display architects' works. Our contemporary
specialized institutions, namely the Deutsches Architekturmuseum and the Canadian
Centre for Architecture, present two different approaches towards the exhibition of
architectural artifacts. As such, they define two different relationships between the space
of exhibition and the artifacts on display.
Preserving architectural artifacts is another process taking place in these
specialized institutions. The Mused des monuments francais (1791-1816) in Paris and the
Royal Architectural Museum (1851-1903) in London are early examples of preservation
in an institutional context. Their treatment of artifacts and conceptualization of the
preservation process opened the way to the recent interpretations of architectural
preservation in general, and conservation and restoration in particular. The practice of
preservation evolved in parallel with theories regarding the concept of restoration (E. E.
Viollet-le-Duc) and conservation (John Ruskin) which were developed in the nineteenth
century. The concept of preservation was triggered by a growing recognition of the
importance of a documented history in architecture. The documentary model of historical
knowledge dwelt on the definition of an artifact as a document providing information
about specific times and places. The activities at the Canadian Centre for Architecture
include the process of preservation; the diversity of its practices gave new meaning to this
term.
In the fourth chapter, Indexing is understood as a process of describing and
locating artifacts in specialized institutions. In order to provide access to their collections,
both the Royal Institute of Architects and the Canadian Centre for Architecture prepared a
inventory of artifacts. The hypothesis of this chapter is that the preparation process of an
inventory is not a neutral listing of artifacts. To understand this process, I suggest to use
the broader notion of 'index'. Rather than focusing on the end product: the inventory,
this chapter critically investigates the process: indexing. This process is understood both
in its literal sense as to indicate the place of an artifact and in its metaphorical sense as to
give a value to an artifact. It is my contention that this process reflects the way specialized
institutions conceptualize architectural artifacts. Alternatively, while indexing artifacts
they also define the nature of their institutions.
Cataloguing as an institutional procedure is the focus of the fifth chapter. In this
chapter, I analyze the cataloguing methods applied at the Canadian Centre for Architecture
and the Royal Institute of British Architects. To do so, I focus on Architecture and Its
Image (1989) published by the CCA, and Great Drawings (1983) published by the
RIBA.10 Both catalogues were prepared to accompany an exhibition which gave an
1 0 Architecture and Its Image. Four Centuries of Architectural Representation. Works From the
Collection of the Canadian Centre for Architecture ed. Eve Blau and Edward Kaufman, Montreal: CCA,
1989. Great Drawings from the Collection of the Royal Institute of British Architects ed. Jill Lever and
Margaret Richardson, introduction by John Harris, London: Trefoil Books Ltd., 1983.
overview of the collections of these institutions. Although they could be viewed primarily
as exhibition catalogues, their goal went beyond the sole recording of the artifacts
exhibited. In effect, the catalogues were prepared by these institutions with the specific
intention to articulate a particular point of view. As the products of collaborative efforts
and continuous research, these publications imply an institutional consensus regarding
the classification of artifacts. The classification methods of these catalogues reflect the
priorities, values, and approach of these particular institutions. Therefore, the
classification methods applied in these catalogues are not a given but a construct of the
institutions themselves.
In the sixth chapter, I investigate the institutionalization of architectural artifacts.
In the last twenty years, the designation of legal rights over architectural artifacts has
become a major issue in specialized architectural institutions. These legal rights relate to
the distinction between ownership and authorship. In addition, they include the problem
of copyrights. The designation of these rights is further complicated by the recent
transfers of artifacts from individual owners to public and/or private institutions. In
different countries different laws and legislation frame the legal operations--acquisition,
representation, reproduction--of these institutions. These issues took an international
dimension with the drafting of the ICAM charter in 1979. In the following chapter, I
examine the way two contemporary institutions handle this problem: the Institut Frangais
d'Architecture (IFA) in Paris and the Canadian Centre for Architecture (CCA) in
Montreal. The IFA is a public institution which proceeds with donations. The CCA is
also a public institution which builds its collections by means of acquisition. Yet the
institutionalization of architectural artifacts is not controlled by these external conditions
only. In this chapter, I argue that the designation of legal and moral rights over
architectural artifacts is also governed by the institutional definition of these artifacts.
Specialized Institutions for the Discipline
In my analysis, specialized institutions are thus recognized as authoritative organizations.
By using their organizational capacities, these institutions try to give form and order to
the preservation and the circulation of their collections. As stated by Douglass North,
"institutions are the rules of the game in a society." 11 Like any other institution in modern
society, the libraries, archives, and museums of architecture try to regulate the interaction
of specific activities.12
Institutions engaged in the architectural profession, like universities, architectural
societies, and chambers, are characterized by their interest in the technical and legal
standards of the profession. Recently, with the emergence and reorganization of
specialized institutions, their interests have evolved to include the promotion of the
intellectual and ethical aspects of architecture. By integrating architecture's intellectual and
aesthetic training with its professional requirements, these institutions can be interpreted
as disciplinary organizations. The link we try to establish between the "institution" and
the "discipline" can be understood in relation to Michel Foucault's conception. In
Foucault's reading 'discipline' means to institute a regulative form of control over a social
activity, for example, prisons. Our definition of the term, however, comes from an
evolving body of knowledge and practice which is architecture itself. The term discipline
was used by Stanford Anderson to name a social construct.
That social construct incorporates not only architects but critics,
theoreticians, historians, builders, engineers, preservationists, and lay
people. In addition, it incorporates institutions, archives, and libraries
devoted to architecture. 13
11Douglass C. North, Institutions. Institutional Change and Economic Performance, Cambridge
University Press, 1990, pg. 3. He states: "institutions are the rules of the game in a society or, more
fornally, are the humanly devised constraints that shape human interaction. In consequence they structure
incentives in human exchange, whether political, social, or economic. Institutional change shapes the
way societies evolve through time and hence is the key to understanding historical change."
12For the definition of institutions in modem society and the collective action see Russell Harding,
Collective Action, Baltimore: Johns Hopkins Press, 1982.
13Stanford Anderson, "On Criticism," Elaces, vol. 4, no.1, 1987, pg. 7.
The questions arising from this statement are: how do these institutions, namely archives,
libraries, and now museums, function to become incorporated into the discipline? What
forms of control do they assert? What do they include and exclude?
Socially and historically constituted, architectural institutions try to define the
territory of their field of activity. Thus, the institutions of the discipline can be understood
as a control mechanism. Along with their authority over artifacts, these institutions have
the capacity to transform documentary evidence into the source of knowledge in the
discipline of architecture. Specific procedures in specialized institutions provide the
means for the transmission of information by or about architects' productions. The
transmission of information makes architectural expressions physically and intellectually
accessible. This accessibility helps the emergence and development of a diversity of
topics in architectural research. This diversity in architectural investigations eventually
promotes the development of disciplinary thinking.
Significance for the Field
Transformations in the definitions of an artifact are associated with changes at the level of
architectural culture in general. By seeking an understanding of the reasons for these
changes, all the themes in this study focus on specific processes taking place in these
specialized institutions. Rather than discussing an end product, this study critically
analyzes a continuous course of conduct.14
By making a distinction between the "profession" and the "discipline," Stanford
Anderson suggests an extended field of activity for architecture:
In contrast to the concept of "profession," the "discipline" of architecture
can be understood in the following manner. The discipline of architecture is
a growing body of knowledge that is unique to this field; it cannot be
14This distinction between reason and cause rests on Popper's theory of "historical reconstruction". As
interpreted by D'Amico: "Social sciences are possible because they seek not a causal explanation of
events but a rational account." Robert D'Amico, Historical Knowledge, New York: Routledge, Chapman
& Hall, Inc., 1989, pg. 28.
reduced to the constructs of other fields. The discipline can be known
without tracing every work realized by the profession, yet the discipline is
the possession of a wider set of actors than is the profession.15
Specialized institutions in architecture, therefore, can be interpreted as one type of actor in
the discipline. As a group, it becomes a new agency with a capacity for continuous
action. Following Anderson's definition, we can suggest that not only architects, but also
historians, critics, and amateurs take part in the discipline's activities. During the
processes performed in specialized institutions, the standards, the ethics, and the
preferences of these individuals compete with the institutional criteria for choice and
decision making. Defining taste as a concept which operates between private
contemplation and institutional choice, my work suggests that this concept addresses the
issue of discipline-related performances. Allowing for personal choices, taste justifies a
detached (value laden) appreciation of the artifacts. This justification challenges the
scholarly approach heralded by contemporary institutions. Taste and the development of
scientific ways of collecting and preserving artifacts, as a notion and an attitude, bring us
back to the late eighteenth century debates.16 In the late eighteenth and early nineteenth
century, the practice of scholarship developed as a challenge to the notion of taste. This
notion, identified with nineteenth century elitism, favored the arbitrary side of
individuals' decision making process. This contingent quality created a tension between
the Academy and professional organizations in France, and between private clubs and
professional societies in England. A comparative tension reappeared with the
establishment of the contemporary specialized institutions in architecture. However, this
15 Anderson (see note 13), pg. 7.
161n the second half of the 18th century in London, it was possible to talk about the institutionalization
of taste in its most literal sense. To declare its authority on the subject, Horace Walpole founded the
Committee of Taste of Strawberry Hill in 1752. Artist and architect members of the committee produced
a variety of work which extended its limits to the production of "Designs for poems." After the
Revolution of 1789, the Salon of Paris welcomed an increasing number of members and visitors
interested in architectural delineation. But, it was not until the mid-19th century that the publications and
particularly the exhibition catalogues of professional organizations intensified the popularity of certain
types of architectural expressions.
polemical term is used neither to qualify nor to disqualify the principles of the
contemporary institutions. Neither does it have a confined definition. Taste operates in
these institutions as an authority to discriminate between specific qualities of artifacts. As
such it challenges the scientific approach in collecting, exhibiting, preserving, and
cataloguing artifacts. A discussion of the way taste operates in the practices of
contemporary institutions questions claims regarding their purely didactic and scholarly
approaches. Both aesthetic and didactic characteristics always coexist. But at times one
dominates the other, repressing its external manifestation.
This investigation of the processes taking place in specialized architectural
institutions provides points of departure rather than convergence. It aims to foster
broader research on the various definitions of modern architectural expressions. In the
course of this exploration some inefficiencies in the functioning of these institutions were
uncovered; however, the goal of my dissertation is not to provide the remedy for these
inefficiencies. Rather it emphasizes the significance of these institutions in transforming
and transmitting a disciplinary tradition.
In situ Investigation of the Institutions Selected:
This analysis required a close examination of the publications of these institutions,
including exhibition catalogues, inventories, periodicals, and unpublished sources such
as private statements, meeting records, and legal transactions. Besides the analysis of
written sources, a series of interviews helped to locate and develop a better understanding
of the problems faced during the foundation and in the functioning of these institutions.
The interviews with the founders and the curators of the institutions and the exhibitions
as well as the editors of the catalogues also helped identify the common procedures taking
place in the selected institutions. The major part of this investigation was accomplished
during approximately three months of residence at each of five institutions, namely the
Royal Institute of British Architects' Heinz Gallery, Sir John Soane's Museum, the
Canadian Centre for Architecture (CCA), the Institut Frangais d'Architecture (IFA), and
the Deutsches Architekturmuseum (DAM).
I. COLLECTING ARTIFACTS:
Between Individual Choice and Institutional Inquiry.
Aby Warburg (1866-1929), a German art historian and scholar, started collecting when
he was very young. Warburg was thirteen years old when he traded his inheritance in the
family banking firm with his brother "in exchange for a promise that he would always be
able to buy all the books he wanted."1 Indeed, he collected an extensive library in his
lifetime which, later, was interpreted as one of the major influences on his writings and
historical research. Towards the end of his life, Warburg was engaged in another project,
the collection of a "picture atlas." This "picture atlas," or "Mnemosyne" as it was called,
was a large fragmented collection of images (figure 2). Using photography as a
reproduction technique, the images which constituted Warburg's collection were reduced
or enlarged to a unified scale to be compared, grouped, isolated, or interrelated. These
photographic reproductions of more than one thousand images were kept mounted on
identical panels. Warburg left forty of these canvas-covered panels after his death. Now
kept at the Warburg Institute in London, these panels generated many interpretations on
the purpose of his collections.
Art historians and critics approached Warburg's collecting practices from different
view points. While some of them interpreted his collection as a peculiar private activity,
others saw it as a scholarly endeavor. For example, E.H. Gombrich described this
collection as a random gathering of various images from different sources in a
"kaleidoscopic" fashion.2 According to Gombrich these unrelated images were brought
together as a collage of various personal interests. In contrast to this reading, Susan
1Robert Graham, "The Canadian Centre for Architecture: Phyllis Lambert's Magna Opus: Expanding
Categories, Moving Boundaries," Parachute. no. 54, special issue on "Collection," Spring 1989, pg. 38.
2E.H. Gombrich. "Should a Museum be Active?," Museum,. 1968, pp. 79-82. See also, Av Warbu
An Intellectual Biography, ed. E.H. Gombrich, Chicago: University of Chicago Press, 1986.
Sontag and Robert Graham asserted that there was enough evidence to indicate that
collecting for Warburg was a purposeful activity which addressed the discipline of art
history. 3 They evaluated this collection as one of the major outcomes of Warburg's
historical research. Thus it had a historical specificity.
Thus, collecting for Warburg could be evaluated either as a personal subjective
activity, as stated by Gombrich, or as an example of a more systematic reasoning. But are
these characteristics mutually exclusive? In other words, are personal drives totally
independent of systematic motivations in collecting? Or can we argue that personal and
scholarly interests co-exist in collector's practices? If they do, how do collecting practices
straddle individual choices and scholarly interests? In other words, how are these
different interests informed by each other during the collecting process?
In this chapter, I argue that those questions are still relevant to develop an
understanding of contemporary collecting practices in architecture. The examples I chose
to analyze--Sir John Soane's Museum, the Prints and Drawings Collection of the Royal
Institute of British Architects, and the Canadian Centre for Architecture--represent major
historical shifts in the status of collecting in architecture. Sir John Soane's Museum in
London was transformed from a private collection to a public institution in 1833. Soane's
collecting practices derived from nineteenth-century antiquarianism, and were motivated
by his interest in old master drawings. The Prints and Drawings Collection of the Royal
Institute of British Architects started with the donations of a private collector in 1834. It
was transformed from a members' society to a public collection in 1972. As an
institutionalized professional and national archive, it has since been growing with
acquisitions, donations, and competitions. The Canadian Centre for Architecture in
Montreal was established as an independent study center and museum in 1979. It was
3Susan Sontag, Under the Sign of Saturn New York: Farrar, Straus, Grioux, 1980, p.121.
opened to the public in 1989. This institution is representative of more recent shifts in
architectural collecting.
The goal of this study is to investigate the development of the collecting practices
in these specialized institutions. More specifically, I will focus on the major changes
observed in the practice of private collecting in architecture when it becomes an
institutional activity. While focusing on this shift from private collection to public
institution, I will investigate the influence of the collecting practices in the definition of
the field of architecture itself.
According to John Harris, a collector and the former director of the RIBA
Drawings Collection, collecting is a natural motivation for architects. Harris affirms that
"every architect needs to collect tools of reference, even if only a sketchbook or a few
humble printed pattern books."4 He conceives the contemporary collections of
architectural artifacts as a natural result of architects' collecting practices. Harris finds the
"origins of the idea of contemporary architectural museums" in the sixteenth-century
collections. He tells us that from the Renaissance to the present day, architectural
drawings have interested both architects and collectors. Architect and painter Giorgio
Vasari's (1511-1574) drawing collection is cited as one of the earliest examples. Another
example is Cassiano dal Pozzo's drawing collection (1620-1650), later called Museum
Chartaceum or a paper museum. 5 It was not only individuals who collected architectural
artifacts. Towards the end of the seventeenth century, academies in Europe, like the
Accademia di San Luca in Rome, retained architectural drawings alongside artist's
4John Harris, "Storehouses of Knowledge: The Origins of the Contemporary Architectural Museum,"
Canadian Centre for Architecture: Building and Gardens Montreal: CCA, distributed by the MIT Press,
1989, pg. 17.
5Cassiano dal Pozzo, unable to collect antiquities on a large scale himself, employed artists to make
copies for him of all surviving traces of Roman civilization from household objects to manuscripts.
These drawings were then classified thematically in order to build up as complete a record as possible of
ancient religion, customs, costume, and architecture. See the proceedings of the two-day colloquium
entitled "Cassiano dal Pozzo's Paper Museum," took place at the British Museum and the Warburg
Institute in December 14 and 15 1989.
drawings in their archives. After listing a number of personal attempts to establish an
institutional collection, Harris concludes that the first actual architectural museum is Sir
John Soane's Museum in London (1833). Soane's collection, Harris argues, can be seen
as a prototype for the operation of contemporary architectural museums (figure 3). The
existence of this prototype supports his belief that one could actually talk about some
"typical components of modem architectural museums."6
According to Harris, one of the common characteristics of these contemporary
institutions is their architectural collections. This assumption raises a major question: is it
legitimate to postulate an unbroken continuity between today's collecting practices and
those of the last two centuries? In other words, is it possible to talk about architectural
collections over centuries and not take into consideration the changes in the motivations
for collecting architectural artifacts?
In order to situate contemporary architectural collecting practices in their context,
it is important to understand the practice of collecting in general terms. The histories of
collecting often focus on the practices of an individual collector as a starting point. Two
important books, The Great Collectors by Pierre Cabanne and The Taste of Angels by
Francis Henry Taylor, are examples of this approach. Both authors emphasize the
distinction between private and public collecting. 7 Cabanne stresses the unique position
of the collector as a character isolated in society. Isolated from social life, a collector
protects his or her independence and private authority. Cabanne argues that the urge to
possess, bring together, and keep objects is inseparable from the personal "taste for the
unusual and flair for discovery." He conceives taste and flair as the common motivation
for all collectors regardless of the time and place of their collecting. In Cabanne's
6Harris (see note 4), pg. 15.
7Pierre Cabanne, The Great Collectors, New York: Farrar Straus, 1963. (Published in France under the
title Le Roman des grands collectionneurs, 1961). Francis Henry Taylor, The Taste of Angels. A history
of Art Collecting from Rameses to Napoleon, Boston: Little, Brown and Company, 1948.
reading, the act of collecting appears to affirm the individualism of the collector. Contrary
to this interpretation, historians such as Alma S. Wittlin, Joseph Alsop, and Krzysztof
Pomian discuss collecting practices in relation to the historical context from which they
emerge.8 As such, they suggest that the act of collecting cannot be categorized as private
or public. Private and public practices in collecting develop side by side. Illustrative of
this understanding are the written histories of the museums. These histories include
Edward P. Alexander's Museums in Motion (1979), Germain Bazin's The Museum Age
(1979), and Neils van Holst's Creators. Collectors and Connoisseurs (1967). The only
study which focuses specifically on architectural museums is Werner Szambien's Musde
d'architecture (1988). All these different interpretations of museums share the idea that
collecting in the late eighteenth century must be seen as a continuation of the encyclopedic
project developed during the Enlightenment. This project aimed to reconstruct the order
of the universe in the format of a book or a curiosity cabinet.
One of the first known guides published for 'amateur collectors' of the eighteenth
century was Caspar F. Nieckel's (or Neickelius) Museographia . A collector himself,
Neickelius wrote his book in 1727 to guide the collectors about where to go for
acquisitions and how to keep their collections. In an illustration in the book, Neickeius
illustrated a small room as a prototype of an ideal collection (figure 4). This room has
been identified as an eighteenth century curiosity cabinet or Wunderkammer in German. 9
Neickelius made a distinction between the 'natural' and 'artificial' specimens in his
8Alma S. Wittlin, Museums: In Search of a Usable Future Cambridge: the MIT Press, 1970. Joseph
Alsop, The Rare Art Traditions: The History of Art Collecting and its Linked Phenomena, London:
Thames and Hudson, 1982. Krzysztof Pomian, Collectionneurs. amateurs et curieux: Paris. Venise: XVI-
XVIlle sicle. Paris: Editions Gallimard, 1987.
9Cabinet is usually a small room providing seclusion, and accommodating various curios, botanical and
mineralogical rarities, or numismatic interests. It also refers to the furniture. See, Eilean Hooper-
Greenhill, "The Irrational Cabinet," Museums and the Shaping of Knowledge. New York: Routledge,
1992, pp. 78-104. See also, Julius von Schlosser, Kunst und Wunderkammern der Spatrenaissance.
Leipzig, 1980.
cabinet Under the label of artificial he grouped a number of separate fields, namely
Logic, Astrology, Medicine, and Physics. Coins, gems, and various other items, which I
would call 'cultural artifacts,' were kept in a small cabinet (the term refers to a piece of
furniture in this case). In the most general sense of the term, cultural artifacts were the
products of human activity, representing the intellectual and moral symbols of a society.
Neickelius arranged and categorized the items in his collection following a pre-established
unifying method. He classified the curiosities in his collection under the labels of specific
areas of knowledge. As such, the specific set of political, cultural, economic, and
ideological relations that characterized different material in Neickelius's collection were
not envisioned. 10 They were suppressed in the name of the development of a 'scientific
knowledge' and division in interests among the disciplines.
Nineteenth-century collectors, on the other hand, were interested in the study of
the historical and social conditions behind their possessions. They believed that the most
objective criteria for collecting were grounded in a historical context. The goal was to
unveil the rich diversity concealed in the collected material.
Sir John Soane, a practicing architect in London, was also known as a collector. I
argue that Soane's collection can be located at the juncture of two modes of
conceptualization of the artifacts, one that emerges from the antiquarian interests of the
eighteenth century and the other from the historical interests of the nineteenth century.
Soane's particular way of collecting embodied the characteristics of both the 'rational'
thinking of the eighteenth century and the 'romanticism' of the following era.
10Hooper-Greenhill (see note 9), pg. 8.
Sir John Soane: a Collector-Architect
The architect Sir John Soane (1753-1837) earned a reputation as a collector by gathering
30,000 architectural drawings, 150 models, nearly 8,000 books, oil paintings,
watercolors, and a personal archive in his house. In addition to these, there were three
thousand items including Greek, Roman, and Egyptian antiques, casts, bronzes, gems,
jewelry, medals, furniture, clocks, barometers, natural objects and curiosities, arms,
Peruvian pottery, Chinese ceramics, medieval tiles and pottery, sculpture, a mummy's
head, mummified cats, and a rat. Soane acquired the items in his collection from different
sources. Chief amongst these were the various sale-rooms in London.11 He also bought
directly from other collectors or from their heirs. Building sites were also an important
source for Soane's collection. Most of the casts, furniture, and decorative elements were
collected during the demolition of buildings in London and the provinces. Such a
collection of artifacts is a reminder of eighteenth-century curiosity cabinets (figure 5).
Soane's collection is an example of a nineteenth-century systematic way of
collecting. He chose man-made objects as his field of interest. Almost all the collected
items in his house showed some sort of human workmanship or modification which
distinguished them from natural objects. It was this choice which defined the collected
material as artifacts.
Conceiving of the material in the collection as artifacts, Soane developed an
interest in the historic qualities of these items. Who made them? When and for what
purpose? Who owned them before he did? In order to be able to answer these
retrospective questions, Soane gathered information about the history of the objects he
possessed.
11Helen Doley and Peter Thornton, A Miscellany of Objects from Sir John Soane's Museum, London:
King, 1992.
He identified some of these artifacts as antiques. The term antique, originated
from the Latin antiquus or old. Its use was conventionally restricted to define the remains
of ancient art, such as sculptures and gems, or everyday objects such as vases, medals,
and seals. 12 According to Wolfgang Ernst, an antiquarian devotes himself to the "study
of ancient learning" and "ancient objects." 13 Soane's collection can also be evaluated as
an antiquarium, another Renaissance-originated collection type. Indeed Soane was a
fellow of the Society of Antiquarians and concerned with objects of antiquity. 14 Like the
members of other antiquarian societies in London, such as the Society of Dillettanti
(1734) or the Architects' and Antiquarians' Club (1819), he shared a common interest in
classic culture and a distant past. Besides the artifacts collected in Italy and Greece, he
collected Egyptian and Indian artifacts and showed an interest in the discovery of distant
lands.15
Soane's collection is important as it entertains a number of apparently conflicting
goals. Although Soane concentrated on man-made products there were also some natural
curiosities in his collection, such as fossils, minerals, and skeletons of cats and rats. A
less obvious conflict can be observed in his criteria for the collection and, consequently,
for the organization of artifacts. Soane's collection has often been discussed in terms of
its scholarly objectives. For example, Susan F. Millenson stated that Soane added new
material to his collection for educational reasons. 16 On the other hand, his acquisition of
12Roberto Weiss, The Renaissance Discovery of Classical Antiquities, Oxford, 1969, p. 190.
13Wolfgang Ernst, "Frames at Work: Museological Imagination and Historical Discourse in Neoclassical
Britain," The Art Bulletin, vol. 75, no. 3, September 1993, pp. 480-498.
14Victoria Pignot, "Vasari, Burlington, Marigny et Soane, quatre collections anciennes de dessins
d'architecture," in Imagines et imaginaires d'architecture, Paris, 1984, pp. 67-69.
15For a discussion on the Romantic conquest of distance (orientalism: discovery of a distant land and
antiquarianism: discovery of a distant past) see for example, James Clifford, "On Collecting Art and
Culture," The Predicament of Culture. Twentieth-Century Ethnography. Literatre and Art Cambridge
Mass.: Harvard University Press, 1988, pp. 215-252.
16Susan Feinberg Millenson, Sir John Soane's Museum, Ann Arbor, Michigan: U.M.I. Research Press,
1987, pg. 79. (A revision of the author's Ph.D. thesis, University of Michigan, 1979.)
certain artifacts has been evaluated as reflecting some picturesque, sublime, if not
metaphysical, motivations. 17
So what was Soane's collection? Scholars have disagreed. According to
Millenson, this collection was an autobiographical creation, representing Soane's "twin
lifelong goals" of elevating the status of architecture and establishing an architectural
dynasty. For Millenson, Soane's collection was a romantic synthesis of his own
personal, poetic, and architectural ideas. It was an individual's "unintentional collection
like in poetry." Beresford Chancellor shared this interpretation, calling it "a private,
personal-styled collection." 18 For his part, John Summerson believed that Soane's
personal fears, desires, and memories were mixed in the intimacy of his collection. 19
Thus, individuality was one of the main characteristics of Soane's collection.
Soane was interested in the authenticity of the ancient object. Authenticity for
Soane, like originality, could be achieved by a creative reconstruction. It was not inherent
in the artifact. He could use an architectural model to decorate his library, or to construct
the roof of the dressing room. The copies and originals co-existed in his collection and
Soane did not see this as a contradiction. He did not differentiate antiques from casts in
his collecting. His 30-foot-high column, Pasticcio, was the manifestation of this
approach (figure 6). Soane designed the Pasticcio as a means of bringing together
different areas of architectural history and constructed it as a combination of originals and
cast copies. Moreover, the reduced scale copies of his work made by his pupils were
17 Bdatrice Jullien, L'Histoire de la maison-musde de Soane a Londres. 1988, (unpublished). For two
different interpretations on Soane's motivation for collection see, S.G. Feinbert "The Genesis of Sir John
Soane's Museum," Journal of the Society of Architectural Historians, October 1984, pp. 225-237, and
Jennifer Bloomer, "In the Museyroom," Assemblage no. 5, pp. 59-65.
18E. Beresford Chancellor, The Romance of Lincoln's Inn Fields and its Neighborhood, London:
Richards, 1932, pg. 135.
19John Summerson, "Sir John Soane and the Furniture of Death," Architectural Review. vol. 163, 1978,
pp. 147-155. Also see, John Summerson, The Unromantic Castle and Other Essays, London, 1990, pp.
121-142.
considered part of his drawings collection. These portfolios were the aide mimoire for
his own design and were as 'original' as the small scale replicas of Marcel Duchamp's
work collected in the "Green Box."
The coexistence of other competing interests were observed by John Summerson,
an architectural historian and one of the former curators of the Soane's Museum.
Summerson categorized artifacts in the Soane collection as architectural and non-
architectural. 20 However, as Summerson later argued, Soane himself never differentiated
between architectural artifacts and the other items in his collection. 21 For him, the artifact
had to be understood in the union of the arts in general. John Summerson emphasized the
importance of this idea of unity:
He [Soane] preferred to think of it [his collection] as a "union of arts" in
which painting, sculpture and architecture participated on equal terms and to
their mutual advantage. 22
As observed in John Britton's book Union of Architecture. Sculpture. and
Painting, published in 1827, the way Soane collected and preserved artifacts showed that
he did not differentiate between architectural, artistic, sculptural, or landscape artifacts
(figure 7).23 This idea of a "union of arts" was also reinforced by the confluence of
collected artifacts from different nations and times. All the styles, types, materials, and
modes of representation overlapped within the physical borders of Soane's house.
Soane explained his desire for gathering various artifacts under the roof of a
house in very pragmatic terms. His collection was to serve as a tool for the illustration of
his lectures and the training of architects. In fact, Soane's house also functioned as a
20John Summerson, A New Description of Sir John Soane Museum, London, 1977, pg. 71-74 (4th.
revised edition).
2 1John Britton, The Union of Architecture. Sculpture and Painting, London, 1929.
22John Summerson, "Union of the Arts. Sir John Soane's Museum House," Lotus International. vol.
35, no. 2, 1982, pp. 64-74.
23Arthur T. Bolton, The Works of Sir John Soane, London, 1923. Bolton, the curator of the Sir John
Soane Museum between 1917-1945, questions the idea of the union of arts.
classroom for young architects in his life time. His collection of various casts, models,
fragments, paintings, drawings and books provided an educational device for selected
students in London. 24
Soane added another definition to the collected artifacts simply by calling them
'teaching tools.' Prior to photographs and slides, artifacts as teaching tools were also
used for self-training of an architect. The pedagogical method of making measured
drawings or recording measurements on drawings of antiquities developed in the
eighteenth century. Soane, an antiquarian himself, had similar training and continued this
tradition in and with his collection. 25 Therefore in addition to individuality, Soane's
collecting practices can be understood in terms of study.
Soane collected both contemporary artifacts and antiques. His criteria for
collecting involved a combination of personal, didactic, and cultural interests. These
criteria were broadened by a study of not only western culture, but also the other, the
Egyptian, the Indian. For Soane the formal and metaphysical amalgamated with cultural
conditions. On one hand, his collection reflected the influences of the late eighteenth-
century revival of the Greek paradigm (Neo-classicism). On the other hand, it showed
that he developed a self-conscious perception of the material culture of other nations,
such as Egyptian art and architecture. By combining the professional knowledge of the
architect with the aesthetic concerns of antiquarianism, Soane's collecting practices are a
unique example of connoisseurship in architecture. That is, they benefit from a
combination of aesthetic response and knowledge.
24Soane was not the only one involved in this teaching activity. The Pugin and Adam families also used
their collections for architectural training. However, their pedagogical programs were limited to their
family affairs. For more on Adam's collection see, John Flemming, Robert Adam and his Circle in
Edinburgh and Rome, London, 1962. Augustus Charles Pugin's collection served as a classroom to his
son Augustus Welby Pugin.
25John Soane, Lectures on Architecture: Delivered to the Students of the Royal Academy from 1809 to
13i, ed. Arthur T. Bolton, London, 1929, pg. 5. Soane stated, "but if the student cannot go to the
antique site, casts in plaster carefully made from them must in some cases supply that deficiency."
Soane's personal reasons for collecting defined the material in his collection as
artifacts of curiosity and antiquity. His didactic mission transformed these artifacts into
teaching tools. The connoisseurship he developed was a medium to define collected
material both as objects of individual choice and as objects of inquiry.
Sir John Soane's house-cabinet-antiquarium-classroom, and consequently the
artifacts in it, went through another transformation four years before his death. As his
sons "failed to perpetuate his fame as an architect", Soane denied his family members the
inheritance of his possessions. 26 Adapting his will, the Act of Parliament (passed in
1833) declared Soane's collection a museum. This Act (under which the museum was
administered until 1969), is entitled as follows:
An act for settling and preserving Sir John Soane's Museum, Library and
Works of Art, in Lincoln's Inn Fields in the Country of Middlesex, for the
Benefit of the Public, and for establishing a sufficient Endowment for the
due Maintenance of the same. 27
This act gives the control of the house and its contents to the Trustees to give free access
"to amateurs and students in painting, sculpture and architecture". Moreover, it redefines
Sir John Soane's collection-house-cabinet as a museum, library and a container of works
of art.
Museum is a title that Soane himself bestowed on a specific part of his house
(figure 8). Soane acquired items with particular locations in the museum in mind. For
example, when the cast from the Statue of the Apollo Belvedere was moved to Lincoln's
Inn Fields in 1811, Soane had already decided that this was going to be part of his
museum rather than his house.28 Because the cast of Apollo was a large figure (2,15m),
26For a discussion on Soane's relationship with his family see the appendix of "Selected Bibliography on
Soane," New Description of Sir John Soane's Museum. with a preface by John Summerson (January
1954), intro. Peter Thronton (November 1990), London, 9th revised edition.
27Ibid., appendix II.
2 8The cast of Apollo Belvedere was brought into England by the Earl of Burlington (it is a copy from
about 135 AD after a lost Greek bronze).
the walls of the house had to be destroyed in order to find a place in the so-called
museum. Soane made many minor alterations to his townhouse during the period of his
full-time occupancy in early 1811 to his death in 1837 (figure 9). As indicated in the title
of his Description of the House and Museum, he had somehow differentiated his
residence from the rest of his collection. Soane's library, however, was part of his
house, where he would meet his guests and entertain them. Furniture was flexible
enough to serve for both purposes. The library was separated from the museum by his
study, the monument court, and the breakfast room. As his collection and the library
grew during Soane's lifetime, their container physically expanded to make room for new
acquisitions. 29 After the Act of 1833, the library, the museum, the picture gallery, the
study, the crypt, the colonnade, and the other parts of the house were unified under the
title of 'museum.' This unification is the product of a malleable definition of the term
museum, rather than the rearrangement of the artifacts. 30
When Soane's private collection was transformed into an architectural museum,
the definition of an artifact was changed. This change epitomized the transition from a
private collection to a public institution. To talk of transformation is not to talk of an
historical evolution from curiosity cabinets to contemporary institutions or from private
collections to public institutions. Rather, it is to note that none of these changes in the
definition of 'collected'--specimen, artifact, antique, teaching tool, and a museum object-
-replaced one another. They all co-existed to shape the complex meaning of an artifact as
something which was desired, studied, contextualized, and admired. After Soane's
death, the Museum was interpreted as an environment which reflected his personality,
29There were three major strategies in physical development' the 1808-09 extension annexed to the rear
of No.13 Lincoln's Inn Fields, the 1812 rebuilding of No.13, the design and building of the back section
of No.14 in 1824.
3&The origin of the museum is often traced back to the Ptolemiac museion at Alexandria. Ptolemy built
this library and dedicated it to the goddess of memory: Mnemosyne. This library made Alexandria an
example of a repository of understanding and knowledge.
private interests, scholarly work, and architectural knowledge. Soane's collecting
practices were informed by individuality, study, and connoisseurship.
Thus, it is not possible to talk about this Museum without understanding its
collector's personal and architectural interests. What seems like a random gathering of
items from different sources in a "kaleidoscopic collection" can be put into order in the
collectors' personality as an individual, architect, and connoisseur.31 Soane collected
artifacts for a variety of reasons. He collected to remember, to learn, and to teach.
Contrary to John Harris's suggestion, collecting for Soane was not only a "natural
activity." The idea behind the Soane collection was a search for the definition of the elite,
artistic, scholarly, and professional identity of the individual architect. His collection
presented the characteristic of a Renaissance curiosity cabinet, antiquarium, and the
emergence of the specialized architectural office. While collecting, Soane was actively
defining the nature of the artifacts he collected. In doing so, he was actively participating
in the definition of the field of architecture, and of its changing boundaries.
The RIBA: Institutional and Architectural Motivations for Collecting
The Royal Institute of British Architects is known for its extensive collection of
drawings, prints, models, photographs, and books. Actually known as the Drawings and
Prints Collection, it is the result of collecting practices which developed over a period of
one hundred and sixty years. The following analysis focuses on the collection's
expansion in time. This brief inquiry will help us unravel the RIBA's institutional and
architectural motivations for collecting.
31Peter Thronton, "An Architectural Kaleidoscope: Sir John Soane's Museum in London, "Th
Magazine of Antiques, New York: January 1987. Kaleidoscope, as an analogy, is used for Soane's
museum very early on; see George Bailey, "The House and Museum of Sir John Soane," Penny
Magazine. no. 6, 1837, p. 458, where he talks about the "kaleidoscope of views".
The establishment of the RIBA's Drawings and Prints Collection dates from the
foundation of the RIBA in 1834 (one year after the transformation of Soane's collection
into a public museum). The "prospectus" prepared during the formation of the institution
identified the goals of establishing a library and a museum for British architects. The
library was to gather an international collection of architectural books to provide means of
instruction. The museum was to include "constructive models, rare casts, specimens of
building material and technical inventions used in building." The RIBA collected books,
models, specimens of building materials, and casts. Both the library and the museum
were established by means of donations and acquisitions. By 1873 it became obvious that
the museum could not be realized as it was planned, and the cast collection was sent to
the Architectural Museum.32 The drawings and prints collection remained as part of the
library archives. Now the drawings collection contains over 400,000 drawings, the
photographs collection contains 80,000 prints, and the manuscripts and archives
collection occupies more than 300 meters of shelving. In addition there is a drawing
instruments collection.
The RIBA was founded with an explicit goal of participating in the organization of
the architectural profession in Britain. Its collection was conceived as a tool to achieve
this goal. In the official papers written during the first half of the nineteenth century, the
RIBA was introduced as an institution "founded for facilitating the development of
architectural knowledge, and for the promotion of the different branches of knowledge
connected therewith, and establishing a uniformity and respectability of practice in the
profession." The use of the term profession requires special attention because the
'profession' as we understand it today was not yet structured at the time of the RIBA's
foundation. In fact, the foundation of the RIBA must be viewed as an attempt to
32The Architectural Museum's collection is discussed in Chapter 3.
constitute or define the nature of the profession. The term profession gained specificity as
the Institution defined its field of interesL 33 The founders of the RIBA were confronted
with the problem of defining the role of the professional architect. Moreover, there was
strong resistance against the idea of profession. 34 A professional identity questioned the
conventional skills and expertise of an architect as an 'artist' (who produces artistic
drawings). The RIBA tried to give an institutional definition to the architect as a
professional who renders a 'service' rather than provide an ordinary commodity. There
was also a strong tendency among the founders of the RIBA to endow architects with an
authority and autonomy comparable to the members of other fields such as medicine or
law. 35 Such autonomy however could not derive simply from the specialized skills of an
architect. An architect as an artist had to seek to place his practice outside ordinary
commodity relationships. Using Samuel Weber's expression, I will call this the
"incommensurability" of the field of architecture. 36 It is understood as a decisive feature
of the professional architect who offers his services for pay and claims for them a 'value'
irreducible to that determined by the market.
With the model it developed, the RIBA sought legitimacy to judge architects'
professional activities and to exclude others from participating in it. The first group to be
excluded were surveyors (who at that time were mainly measurers of building). The area
of competence of engineers, draftsmen, and architects had to be defined. Begun as an
33 Sibel Bozdogan, Towards Professional Legitimacy and Power. An Inquiry Into the Stru
Achievements and Dilemmas of the Architectural Profession Through an Analysis of Chicago 1871-
1209, Ph.D dissertation, Univ. of Pennsylvania, 1982, pg. iv.
34Strong resistance came from a group of architects which became known as "Memorialists." On
Memorialists and more on reactions to professionalism see, Edward. S. Prior, "The Ghosts of the
Profession," Architecture: A Profession or Art? Ed. N. Shaw, London: John Murray Co., 1982, pp. 99-
115.
35 See, Barrington Kaye, The Develoment of the Architectural Profession in England. London, 1960.
Frank Jenkins, Architect and Patron. A Survey of Professional Relations and Practice in England from
the 16th Century to the Present Day Oxford, 1961.
36Samuel Weber, "The Limits of Professionalism," Institution and Interpretation, Minneapolis:
University of Minnesota Press, 1987, pg. 26.
institution of architects, the RIBA was to become an institution of architecture. The
description of a professional architect emerged from the dialogue between architects and
the institution. On one side, potential architects tried to prove that they could fulfill the
requirements of the RIBA. On the other side, the institution had to agree upon the nature
of the requirements to identify its members as professionals.
The RIBA's claims over a defined territory and authority for architects was
reflected in its architectural collections. The founders of the institution were all practicing
architects in London. Since its establishment, the sponsors of the institution and
consequently of its collections had been the member architects.
During its initial years, the founders of the RIBA had four main objectives in
mind. As summarized by Angela Mace, their goal was to improve the reputation and
status of architects by establishing uniformity and respectability of practice, to become a
learned society, to represent the architectural profession in Britain to whom individuals
and the government could refer for its opinion on architectural and professional matters,
to work for the cultivation and improvement of architecture. 37 Much of the early work of
the institution was concerned with the definition of the provinces of an architect, his
status in society, his responsibilities, and legal rights. In the membership records these
members were divided into three groups: "Fellows, Associates, and Honorary
Members." 38
Fellows should be architects who have been engaged as principals in the
practice of civil architecture for at least seven successive years; Associates
should be persons aged twenty-one and over engaged in the study or
practice of civil architecture for less than seven years; Honorary Fellows
should be noblemen and gentlemen unconnected with any branch of
building as a trade or business, who have contributed twenty-five guineas to
3 7 Angela Mace, The Royal Institute of British Architects. A Guide to its Archives and History, New
York: Mansell Publishing Limited, 1986, pg. xvi.
381bid., pp. 88-96.
the Institution's funds; Honorary Members should be persons eminent for
their works or scientific acquirements, not being British Architects. 39
Although accepted non-architects as honorary members, it was made very clear in the
foundation prospectus of the institution that the RIBA would deal with the issues related
to the profession of architecture only. The institution had to establish standards to
measure the skills of architect as a professional. There had to be rules and regulations to
become a member of the RIBA. The first challenge for the candidates to be identified as
professionals was to show their competence and reliability. To prove their professional
skills, architects had to present evidence.
A large amount of material was collected at the RIBA due to the continuous
efforts of architects submitting their works to prove that they could comply with the
standards of the institution. The material in the collection is the evidence for an architect's
rejection or admission to the institution. One of the major obligations for a candidate
architect was to prepare a portfolio which included the 'admission drawings.' A
candidate was obliged to provide plans, elevations, sections, and detail drawings of an
existing building which he chose from a given list. Measuring a building, the traditional
duty of a surveyor, was conceived in architectural terms. These drawings were the tools
of an architect to comprehend a building as a whole. The 'admission drawings' later
became the property of the RIBA. As stated in the prospectus, "the architect who had
been enrolled, could not claim rights on anything deposited even if he quit or was
expelled from the society."
Another regulation related to the professional identification of architects became a
second source for the collection. In 1877 "it was decided to require all candidates for
Associate membership to have passed a professional examination."40 By passing this
39Ibid., pg. 88.
40"Papers on Education Read at the General Conference of Architects May 1887," ed. Arthur Cates,
Builder. no. 7, May 1887.
examination an architect would not simply become a member of the institution, but the
examination would also provide proof of an architect's competence to fulfill the
established standards for architectural practice. As such, he could share the 'prestige,
power, and authority' of the profession. The aim was to ensure that no one should have
legal right to the title architect unless he had been trained to a high standard and had his
qualifications tested by a competent authority. When the idea of examinations was first
discussed in 1885, the decision was to measure the abilities of an architect on
construction, materials, and estimating. The art of architecture had to be left aside as it
was found to be "impossible to measure" with an examination.4 1 These attempts to draw
lines of demarcation between the art and the profession of architecture triggered reactions
from individual architects and allied societies. Although the examination was voluntary at
the beginning it implied a separation between the profession of architects and the art of
architecture. 42
During the first forty years of the drawing and prints collection of the RIBA this
separation was not evident. In fact, until 1870 the drawings collected were examples of
'antiquarian treasures.' For example, one of the first donations was made by a collector
and 'amateur architect' Sir John Drummond-Stewart. In 1838 he bequeathed his Italian
and French stage designs to the RIBA. Member architects, such as Charles Barry and
Wyatt Papworth were instrumental in obtaining drawings by Bibiena, Panini, and other
French and Italian architects' works for the library. Honoraria and special awards
encouraged architects to give their drawings to the library. As a symbolic gesture,
architects such as Percier and Fontaine, Texier, Viollet-le-Duc, and Charles Gamier
4 1
"Inside the RIBA," RIBA Journal, October 1969, pp. 412-450. A special issue explaining RIBA's
purpose and operation.
42Being a registered architect did not prevent others from describing themselves as architects. In 1851
only eight per cent of architects were RIBA members. In the 1900s the ratio was increased to 15 per cent.
Only in the 1930s could the institution claim to represent a majority of the profession. Kaye (see note
35), pg. 173, 174.
presented works of their own to the collection. This tradition still continues. As stated by
Gotch, occasionally the complete libraries of collector-architects, such as James
Fergusson, Professor Donaldson, and Arthur Cates, are given to the library. Most of
these drawings are bound in folio volumes and available to open access on the shelves of
the library. The first catalogue was prepared for the years 1834 to 1858.43 The catalogue
was divided into three parts: Prints, Drawings, and Photographs. The first part contained
the prints of public buildings both in Great Britain and in foreign countries. The second
part included the "Gold Medal" prize drawings which were mostly plans, sections, and
elevations. There were also drawings of Indian and Egyptian architecture, classical
antiquities, ornamental designs, details, portraits, and construction drawings including
roofs, timber constructions, heating, ventilation, machines, scaffolding, and artesian
wells. The final section of the catalogue was the photographic documentation of existing
buildings in England and in other European countries. Photography was an emerging
technique in the first half of the nineteenth century and it was well received at the RIBA
collections at the time.
In 1842 the Library added to its collections the library of the Architectural Society
(1831-1843). By 1843 the collection of drawings and prints was expanded and required a
special committee to arrange and classify it. It was after 1870 that architects were asked to
deposit drawings to "record their professional exertions." The second catalogue which
was completed between 1870 and 1871 had two volumes on the professional works of
architects. The first volume included executed works of architects listed under the name
of the place or country in which the buildings were situated. This volume also included
drawings used in the illustration of the sessional papers presented at the RIBA. The
second volume contained the designs of architects. It was titled the "Author Section." The
4 3Catalogue of the Prints. Drawings. and Photogrphs in the RIBA Collections, (1834-1838), 201
pages.
authors were specifically identified as architects and designers. The designers of
unexecuted projects were noted as draftsman. The 'original drawings' of architects were
identified in the catalogue. If the drawings were bound and accompanied by printed
matter indicating that they were published, they were listed in the book catalogues.
During the preparation of the second catalogue the cast collection was transferred
to the Royal Architectural Museum. That marked the end of the institution's attempts to
organize a museum of architecture. It also implied a shift in the collecting purposes of the
institution. One of the original goals of the RIBA was to become a learned society. Its
collections would be used as teaching tools by the selected students. In 1838 the
institution started a class of student members but the education it offered them was
sporadic and piecemeal. The class of students was discontinued. By 1870, the collection
was no longer considered a tool for the education of architectural students. Instead, the
collections became a resource of reference for the practicing members. It collected
information about the fees and salaries of architects and office and job management. The
plan of being a learned society was changed to organizing a working collection.
Perhaps one of the most important sources of the collection was the RIBA
competitions. In 1871 the RIBA appointed a special committee to define regulations and
rules for the conduct of competitions.4 This committee regulated the representational
techniques used in the drawings,
In order to assist the judgment by establishing a uniform comparison, the
drawings presented for competition should always be made to one scale,
and limited to one style of finishing, as in Indian ink, with no color, unless
for such a purpose as that of distinguishing different materials in sections.
Perspective drawings, if correctly made, are certainly desirable to show the
proper effect of designs; but they should be restricted to specified points of
4In 1872 the Committee published these rules as: "general regulations for the conduct of architectural
competitions."
view. Models should be received with caution, as not being unexceptionable
tests of the merits of a design.45
Usually the graphic material sent for a competition was returned to the architects.
However, most of the textual material prepared before and after the competitions
remained in the collections. After the turn of the century, in addition to the competition
committee papers and committee minutes, there was an extensive collection of material on
British and foreign architectural competition conditions and instructions. Member
architects could use the library for related information. Along with these materials there
was also a growing collection of architects' membership reports, nomination papers,
correspondence, meeting minutes, reports of the council, cash and bank accounts, and
texts of lectures. This collection would eventually become the RIBA archives. There were
the papers of almost 100 committees and subcommittees in the RIBA dealing with special
details of the profession. The library also included the archives of allied institutions later
amalgamated into the RIBA, namely the Architects Benevolent Society (1835-1842), the
Architectural Union Company (1857-1914), and the Society of Architects (1884-1925).
The archival material and drawings gathered from these institutions were treated equally
in the library. They served as sources of information for practicing architects of the day.
Thus, during its formative years, the collections of the RIBA served the purposes
of practicing architects while they were defining their intimate relationship with the
institution. Yet, there was no systematic method developed for the expansion of the
collection. Although the habit of donating drawings continued into the twentieth century,
this was not a systematic collection. In the 1930s, J. Bobby Carter, the librarian and the
editor of the RIBA Journal, reorganized the library. Carter insisted that RIBA members
continue depositing their drawings to the institution. In 1933 a separate "Accession Book
4 5 j.A. Gotch, The Growth and Work of the Royal Institute of British Architects. 1834-1934, London,
1934, pg. 104-105.
for Drawings" was begun. The "Accession Book" illustrated Carter's interest in
collecting the work of practicing architects. Comparably, books in the library were
acquired for the interest of "monitoring and promotion of literature needed by the
profession." To accomplish this goal, a Professional Text and Reference Books
Committee was founded in 1944. By preparing a list of "recommended books to the
library," this committee started a systematic book collection. The number of drawings
added to the library between the 1920s and 1950s was marginal compared to the number
of books acquired by the committee.
In 1956 John Harris was employed as a full-time librarian.46 In the following
four years, the drawings collection was reorganized, but remained within the collections
of the library. In 1959 drawings were moved out of the library into a separate room. 47
That was the beginning of the Drawings and Prints Collection which later established its
own identity. In 1961 Harris became the first curator of the collection. As stated by Jill
Lever, the present curator of the RIBA collections, for the first time the collection began
to adopt a systematic policy of acquiring drawings that would "represent the best
examples of the past." The curator's interest in seventeenth and eighteenth century
architecture was reflected in the acquisition policies. The initial goal of collecting
drawings of practicing architects lost its priority.
In 1964 the Drawings Committee debated whether it should begin collecting
"modern drawings by living architects." 48 After one hundred and thirty years, the
discussions regarding the subject of the Drawings and Prints Collection was once again
based on the tension between the artistic and the professional qualities of the drawings.
These debates were reminders of the discussions that had taken place at the turn of the
46John Harris, Interview, London: Sir John Soane Museum, Fall 1993.
47Margaret Richardson, "Seeking and Acquiring Architectural Drawings," a paper delivered at the ICAM
II Conference, London, on 27 April 1981.
48Margaret Richardson, "In Pursuit of Drawings. Twenty Years of Collecting Architectural Drawings at
the RIBA," unpublished paper, London: Sir John Soane Museum, September 1985.
century. Particularly during 1890s the RIBA was criticized for its tendency to suppress
the aesthetic qualities of architect's work in the name of the 'profession.' When the RIBA
was attacked by architects both within and outside the institution during the 1970s, the
context was different. 49 The profession in England was well established in schools.
What underwent reassessment was the RIBA's legitimacy and necessity for architects.
The suggestion was to reformulate the institution's authority and functions. The RIBA
had to go beyond the limits of the profession. This reorganization influenced the policy of
the collections.
The new policy was adopted to "fill the gaps" in the Prints and Drawings
Collection. The chairman of the Committee, S. Rowland Pierce, and other members were
still interested in 'old master drawings.' They wanted to extend the collections
retrospectively. The architects' drawings of the day, according to the members of the
committee, lacked the "aesthetic qualities of an architects' work." However, architects
who were members at the time, such as Basil Ward (of Connell Ward and Lucas) and
Godfrey Samuel (of Tecton), insisted that the collection acquire the drawings of "modern
architecture." Even after the debates were over, there was no clear decision about which
architects to approach. Who were the representatives of "modem architecture?" Which
projects should be acquired? The Committee produced lists of architects and established a
method for selection. The list of Modem Movement architects included Mies, Breuer,
Kahn, Sert, and Johnson. Another systematic search was started to locate and acquire
drawings by architects associated with the Arts and Crafts Movement. They first chose
several projects in each architect's work and then requested about fifteen to twenty design
sheets for each job, consisting of plans, elevations, sections, and details "if they were
inventive," and preliminary sketches, if they existed. "A perspective would be seen as a
49See for example, "Renewing the RIBA," RIBA Journal, June 1972, pp. 225-229. This paper by a
group of RIBA staff is a sequel to the so-called 'gray paper' (summarized in the Architect's Journal vol. 2
February, 1972).
perk, but it was not essential." This method of acquiring drawings to fill the gap between
and within the different styles of architecture is still followed today.
In 1967 (during the administrative restructuring of the institution) the drawings
collection, which was supervised by a subcommittee of the library, was transferred to the
management of an independent committee. And, finally, in 1972 it moved to its own
premises (figure 10). The Manuscripts and Archives Collection remained in the library.
This move was the manifestation of many changes in the collecting policies of the
institution. The collection was no longer open to the use of members only. In 1972 it was
opened to public use and defined as a "national architectural archive." The goal was to
extend the limits of the field to include specialized allied subjects, like planning, building
techniques, industrial design, interior decoration, and landscaping.
One of the most important changes in policy was related to the acquisition of the
complete archives of an architect. Previously only a few architects were represented by
'complete archives,' others with symbolic donations of one project or a single drawing.
For example in 1952, 80,000 Lutyens drawings had been whittled down to 2,500. Jill
Lever explained "this was done because it was thought at the time that only drawings in
the hands of the master should be kept--so the office working drawings were thrown
away."50 What 'complete' meant then was the representative collection of an architect's
work. After the 1970s the focus was on the architect, his or her training, method,
thinking, environment, and practice as well as material products. The items collected
were called "records". These records were documentary information on the professional
and personal life of an architect (figure 11).
After the 1970s, contemporary works of architects were lent to the RIBA. The
time limit was ten years in these loans. Ownership of drawings was reviewed every ten
50Jill Lever, Interview, London: RIBA Collections, Fall 1993. See also, Jill Lever, "Organizing and
Using Architectural Drawings," a paper presented at the ICAM II Conference, London, on 27 April 1981.
years. If the owner did not seek return after a decade the drawings would become the
property of the museum.
All these changes were explained by the curator of the Drawings and Prints
Collection as a symptom of the changing role of the collection, from a treasury of 'old
master' drawings (which belongs to the realm of connoisseurship/a desire to choose the
finest examples) to a national archive. John Harris tells us that "between 1860 and 1920
working or construction drawings were very different from the 'fine draftmanship seen in
the earlier portfolios of architects." 5 1 Between those years, the art of drawing was
conceived as different from the skill of an architect. Today the goal of the collection is to
become a primary source of architectural history.
The collecting practices of the nineteenth-century RIBA were motivated by the
architect's search for professional identity, authority, and prestige. This search was a
continuation of the individual architect's definition of the field starting from the
seventeenth century. The RIBA's policy for collecting was linked with making rules for
the governance of the profession, 'uniformity and respectability of practice,'
institutionalization of architects' status, power, and prestige. The RIBA collection
reflected an institutional aspiration to formulate the rules for professional practice and
legal conduct. The During the 1970s, the Prints and Drawings Collection was moved to
its own premises to form the Heinz Gallery in London. 52 After the establishment of the
Heinz Gallery, the collection came to reflect the call of architects for an identity which
went beyond the professional, and seeking to be associated with scholarly and artistic
endeavor.
51John Harris, interview, CCA Montreal, 1992.
52 See, "Drawings Collection Opened," RIBA Journal. June 1972, pg. 224. See also, Marcus Binney,
"New Home for a Unique Collection. The RIBA Drawings at Portman Square," County Life. May 11,
1972, pp. 46-47. Colin Amery. "Twenty Years of the Heinz," RIBA Journal. May 1992, pp. 30-36.
Collecting in the CCA, for an Identity Beyond Professional
To collect meant, therefore, to decide what fell within the architect's province.53 We will
include the CCA in this new context. Thus questions can be formulated as: how much did
the CCA inherit from this tradition? How does the CCA's collecting practices compare
with the individual's drive for collecting? How much does it concern the definition of the
profession? And, what is its relation to the contemporary expansion of the discipline of
architecture?
Founded as an independent non-profit public institution in 1979, the CCA has a
collection of artifacts including architectural drawings, photographs, prints, books,
correspondence, account books, lecture notes, and toys. The prints and drawings
collection of the CCA was officially begun in 1978 with 2,000 sheets. In 1979 the library
included 6,000 volumes and the photography collection comprised 6,000 prints. In three
years these numbers increased to 30,000 books, 24,000 prints, and 5,000 sheets of
prints and drawings.
As stated in the First Five Years Report. 1979-84, the CCA collections consist of
"different kinds of interrelated materials, each of which pertains to a special aspect of the
study, practice and history of architecture." It was formed to unite materials from areas,
including architecture and urban and landscape design, that contribute to the built
environment. Therefore the artifacts in the collections are already identified with a certain
area or a particular aspect of the built environment before their acquisition. After they
enter the CCA collections, these artifacts are appropriated to architecture. This
appropriation is not meant to reduce the different areas of the built environment to single
fields of study. On the contrary, the goal is to expand the boundaries of the field of
architecture to include landscape design, civil engineering, city planning, photography,
53Catalogue of the Drawings Collection of the Royal Institute of British Architects, in 19 volumes, ed.
Jill Lever, 1969-1972.
and industrial design. The CCA's goal is to extend its collections to contribute to the
study, practice, and history of architecture. Consequently the artifacts collected are used
not only by architectural practitioners but also by historians and scholars.
By 1989, the collection extended its holdings to include 125,000 books and
periodicals, 45,000 photographs, and 20,000 prints and drawings. In his critical essay
on the CCA, Robert Graham reads this vast amount of material as "the sheer weight of
this accumulation, its gravitational pull, determines the course of the Center as an
academic enterprise."54
It is true that the CCA defines the goals of its collections in scholarly terms. One
of the major goals of the institution is to collect sufficient amounts of material on certain
fields to encourage research. While the general collecting activities pertain to the study
and practice of architecture, the focus of the collections is the documentation of the
disappearing historical built environment. However, a detailed analysis of the collecting
practices of this institution shows that this scholarly endeavor is informed by other
interests.
The selection and acquisition of artifacts at the CCA is subject to a systematic
procedure. First there are foundational decisions, like "the CCA does not collect
drawings that are made after the fact, that is, made as artifacts in themselves, for market
purposes."5 5 The general statement is valid despite the fact that the CCA at times be
entise to buy drawings and prints which are made specifically for the public (such as the
Piranesi prints). Specific decisions regarding the acquisition of artifacts are taken after a
collective decision-making process. When an artifact is brought to the attention of the
CCA'a acquisition committee, a report is prepared based on the artifact's particulars.
Thus before making any decision about the acquisition of an artifact, a thorough research
54 Graham (see note 1), pg. 41.
5 5 Interview, Phyllis Lambert, Montreal, 1992.
is done on each item. This research has to give identical information about artifacts
including a brief description, its present physical condition, a list of references about the
work, provenance, history (if it was ever built), importance (of the edifice), the location
of other material related to the artifact, for whom the artifact was made, sources of
reproductions, related works (articles, books), authenticity, rarity, representation in other
collections, bibliography related to the architect, and, finally, acquisition
recommendations. All this information, and particularly that gained from the acquisition
recommendation and dealer's report, play a role in the committee's decision to buy.
A systematic procedure of collecting implies that a collection is more than the
manifestation of a collector's personal sensitivity. The process of acquisition at the CCA
is a reaction to connoisseurship. Here selection is based primarily on 'objective' scholarly
research. Indeed this process of reasoning becomes the focus of the CCA's collection
practices.
The impulse to collect has a more modest scope and a less obvious motive.
To come nearer to the nature of this motive we must distinguish purposive
collecting, which may be identified with connoisseurship, from the mere
accumulation of miscellaneous objects.56
This reasoning relies on the scholarly research done by the experts at the Center. This
scholarly expertise implies a desire to move away from subjective reasoning and to be
distinguished as purposive collecting. To do so, the CCA suggests drawing interrelations
between the artifacts, and conceiving of them as groups rather than as individual entities.
Instead of collecting individual items, the goal is to acquire assemblies of related
documents. This interrelated material, like albums, sketchbooks, related single sheets,
and groups of drawings, will eventually offer "historical insight into the process of how
an architect thinks conceptually and develops a project from initial sketch through
56Neils Von Holst. Creators. Collectors. and Connoisseurs. The Anatomy of Artistic Taste from
Antiauity to the Present Day. London: Thames and Hudson, 1967, pg. 4.
presentation and contract drawings." The goal is to bring together dispersed groups of
artifacts if possible and discourage breaking up archives and groups. The acquisition of
books aims at supporting the scholarly work in the field of architecture. And finally,
architectural photographs are conceived as "rich, often unique historical and cultural
documents."
In 1981, a new department was founded at the CCA: archives. According to its
organizers at the CCA, the architectural archive "comprises the written and graphic
records related to the practice of an individual architect or firm: drawings, sketches,
presentation drawings, photographs, models and other objects that contribute to the
understanding of professional practices, projects and personalities." Thus the idea behind
acquiring an archive instead of individual artifacts was to extend the collections with
groups of textual and graphic material. With this goal, the CCA started acquiring the
archive of Ernest Cormier from the architect's widow. The acquisition continued in the
following two years. The complete collection includes more than 29,000 graphic
materials and 14,000 photographs, and 93 linear meters of textual material including
account books, journals, and office registers. There are also books from the architect's
personal library, models, drafting tools, and examples of the architect's furniture, as well
as medals and other personal memorabilia. In 1982 two more archives were added to the
collections. The archive of Ludger and Paul-M. Lemieux was donated by Robert
Lemieux. The major part of this archive consists of almost 5,000 visual materials, 320
photographs, and five linear meters of textual materials. The second archive was donated
by an architectural firm, Stahl & Nicolais, present successors of the Barott firm (1912). It
included the archive of Ernest Isbell Barott. Similar to the previous archives, it included
textual and visual material related to the professional life of the architect.
The CCA has tried to establish standard criteria for the acquisition of artifacts.
Establishing "immeasurable criteria for selection," says Preziosi, means "developing
norms and standards to be operable and therefore must be absolute, permanent, and
beyond the 'vagaries of momentary taste and fashion." 57 By defining the domain clearly,
coherently, and consistently, a more 'scientific method' of collecting developed at the
CCA. As recognized by the acquisition committee of the RLBA, this consistency is
necessary to define the proper objects of architecture as distinguished from a vast
universe of artifacts. Soane achieved this consistency by observing the common
properties of artifacts, such as medium, predominance of certain themes, and modes of
representation. Beyond such a set of properties (however limited), objects cannot share
the same properties or cannot share them to an equivalent extent. The CCA tried to
establish the boundaries of its domain beyond the profession of architecture. It included
architectural practice, history, and theory to imply that the boundaries of architecture were
distinct yet not completely fixed.
Between Individual Choice and Scientific Inquiry
By 1981, the archives were expanded and a "study program" was organized at the CCA.
This program was primarily related to the strengths and needs of the CCA archives and
collections. This self-referential concern was reinforced by the particular goals of the
institution. These goals are essentially an almost personal interest.
In a report prepared to formulate the ten-year objectives of the CCA, one of the
six goals related to the development of a scholarly constituency for the collections reads
"to be able to make a list of distinguished publications that could not have been written
without our collections." This article in a list of objectives related to the scholarly use of
the collection reveals the existence of a different influence in collecting. Another article
reinforces this self referentiality by aiming "to have the CCA recognized nationally and
57Donald Preziosi, Rethinking Art History. Mediations on a Coy Science, Yale University Press, 1989,
28.
internationally as a 'brand name' for quality in the advocacy and interpretation of
architecture and its issues." There is no question that the term 'quality' applies to every
activity in the CCA. When the goal is identified as becoming a 'brand name', however,
quality implies self-centered authority. The search for perfection informs the act of
collecting. The desire to become a 'brand name' implies the existence of an individuality
in judgment.
The criteria for the acquisition of books at the CCA help us understand the
operation of an individual's standard in choice. As we observed in the interpretations of
the Warburg book collection, there are two ways to approach the issue. Books in a
collection could be conceived as both tools for scholars and formal material entities.
Margaret Richardson, the director of the Soane's Museum described Soane's library as
being part of his collection.58 Richardson argued that the variety in subject prevented
these books from being identified as an architectural library. Soane acquired books for
two purposes: to study and to extend his collection. The CCA's book collection,
however, was started with a specific purpose. The kernel of the CCA library was
presented as "an architect's working collection, related to such personal interests as the
development of cities with special reference to Montreal."59
After the library was officially begun in 1978, it acquired books with a variety of
interests, ranging from fifteenth century imprints to current publications on the history,
theory, and practice of world architecture both past and present. The CCA library was
started with an acquisition of about 10,000 volumes from the London architecture book
dealer Ben Weinreb. By the end of 1989, the library had grown to 125,000 volumes. In
this vast amount of material are books represented with more than one edition. The most
striking example is Vitruvius's Ten Books on Architecture of which the CCA has fifty-
58Interview with Margaret Richardson, London, Fall 1993.
59The First Five Years. Les ddbuts. 1979-1984. Montreal: CCA, 1988, pg. 116.
eight different editions. Leone Battista Alberti's De re aedificatoria is represented by eight
editions, and Palladio's I quattro libri dell'architettvra by almost forty. Obviously, book
collecting at the CCA has a different purpose than simply developing a working library
for practicing architects and students. ,
Clustering of treatises such as these permit an analysis of the spread of an
architect's ideas from country to country and from century to century.
Different volumes, each with its own distinctive frontispiece, typography,
binding and changing architectural concept and technique of architectural
illustration are also significant individually.60
A similar reasoning would explain the acquisition of Ernest R. Graham's book collection
in 1981. Graham, a Chicago architect, collected 3,357 books on architecture. His library
included a number of annotated books which can be seen as one of the qualities of a
collector's item.
The collection includes a copy of Claude Perrault's translation of Vitrivius
(Paris, 1684) purchased and signed by the most famous pupil of Wren,
Nicholas Hawksmoor... Sebastiano Serlio's Tutte l'opere d'architettura, et
prospectiva, Books I-Ill (Venice, 1600), on geometry, perspective and
antiquity, believed to have been annotated by Inigo Jones. It is thought that
Jones took this copy of Book III as his guide to the ruins of Italy during his
visit in 1614.61
Comparably, the bookplate of the architect John Adam which appears in two different
volumes in the collection increases the significance of these books. As such these books
become evidence of how architects learn. Regardless of their content, the circulation of
these books among other architects increases their importance. Therefore, the
architectural books collected for learning become significant as artifacts. A similar shift
was observed in Soane's book collection. When a private collector acquires books,
particularly related to his or her profession, it is not always possible to decide how much
they belong to the collection and how much to the collector's professional practice.
Comparably at the CCA, it is not easy to evaluate the book collection in terms of study
6 0 Ibid., pg. 117.
6 1Ibid., pg. 117.
only. There is one particular reason for this public institution to express the characteristics
of a private collection, since the CCA was transformed from a private collection to a
public institution. The collections continued to grow after this transformation.
The Modern Collector
The collections of the Canadian Centre for Architecture (CCA) find their source in the
practice of individual collectors. Phyllis Lambert, an architect and a collector, was the
founder of the institution. As stated by Robert Graham, Lambert was born under
conditions which offered the option to become a collector.
As the daughter of Seagram distillery founder Sam Bronfman, Lambert is a
famously rich woman. The independence with which the wealthy can
employ their resources always leaves open the possibility that the very
individuality of their authority might be considered self-indulgent. Lambert
is too serious a person to want to risk appearing ridiculous. Despite its
originating source in one individual and its institutional independence, the
CCA that Lambert has created is a professionally organized, even
bureaucratic entity. 62
Lambert trained and practiced as an architect. She studied architecture at the Illinois
Institute of Technology, obtaining her master's degree in architecture in 1963. She
practiced as an architect and spent almost twenty years of her life living in the major cities
of Europe and the United States. She studied art, history and architecture. In accordance
with her independent and private personality, Lambert's collection was not part of her
social or professional life. Unlike Soane's house-museum, Lambert's collection was
neither a training device nor a tool to establish a professional and social status. 63
Lambert transformed a large part of her collection into a public institution in 1979.
This transformation did not stop the growth of the collection. On the contrary, the CCA
continued acquiring material to extend its collections, and Phyllis Lambert remains as the
62Graham (see note 1), pg. 41.
63
"Architecture on Exhibit, Dialogue: Phyllis Lambert," Design Book Review. vol. 16, Summer 1989,
pg. 17.
president of the CCA Board of Directors. This continuity is reflected in the development
of the collections. Perhaps the most interesting evidence of this concept of continuity is
observed in the history of the prints and drawings collections published in the "Five
Years Report" of the CCA. In this report, acquisitions made before the foundation of the
Center were listed without distinction along with the acquisitions made after its
foundation. In other words, acquisition dates preceding the foundation of the Center were
considered part of the Center's history. In the report it is stated that,
In 1966, a body of work associated with one artist, one hundred ten
drawings by Pietro Bracci, was acquired... An album for Ockham Park by
Nicholas Hawksmoor (1661-1736), acquired in 1964, records the
architect's thought process and the influence upon the owner, 64
Besides this continuity, however, there were major changes in the content of the material.
As a private collector, Lambert could only acquire what was available in the 'market.'
Usually, a single drawing or group of drawings was available for acquisition. After its
institutionalization the archives of architects were donated to the center. An architect's
archive orfond comprises not only drawings and models but also the written and graphic
records related to the practice of an architect. These records include a variety of material
ranging from personal letters and account books to official correspondence. In addition to
the archives of architects donated or acquired after the death of an architect, living
architects, such as Pierre Dionne, donated their entire archives. Dionne donated an
archive of more than four hundred projects that he designed between 1950 and 1976.
Even after the transformation of her private collection into a public institution,
Lambert remained at the center of the acquisition process. Although acquisitions are made
by a group of experts, her presence implies an individual's authority. The presence of
this private authority within a public institution indicates the persistence of individual's
choices. The figure of the collector reappers within the borders of a public institution,
64 Five Years Report (see note 59), pg. 118, 119.
bringing with her the taste and the knowledge of the connoisseur. For the connoisseur,
artifacts are defined as aesthetic and didactic entities. Hence connoisseurship reappears
within the domain of scholarly thinking. This analysis leads us to conclude that the
activity of collecting at the CCA is both aesthetically concerned and scholarly grounded,
dependent on individual choices as much as institutional inquiries. The CCA can be
viewed as the outcome of overlapping practices, where the will of the private collector
coexists with the collective goals of the public institution. It sheds light on the formation
of architectural collections at the end of the twentieth century, where collecting practices
are framed by the competing programs of individual connoisseurship and institutional
scholarship.
II. EXHIBITING ARTIFACTS:
"Expanding Categories, Moving Boundaries"
In the seventh volume of the Cahiers d'Art (1930), the editor Christian Zervos called for
the construction of a museum for living artists in Paris. In response to this call, Le
Corbusier and Pierre Jeanneret designed "an independent museum for modem art."1 The
architects not only designed a building but also proposed a system for the organization
and management of the museum. The project was designed to be built in phases. The
spiral articulation of the form provided the museum with the possibility of unlimited
growth (figure 12). The initial phase was the construction of the first exhibition hall and
the entrance. The subsequent phases were conditional on an increased number of art
works. Each new work would call for the construction of the space needed for its
exhibition. Each artist or donor would contribute to the construction by sponsoring the
extension of the exhibition wall. The exhibition space was not delimited a priori since the
work itself would suggest the creation and the use of the environment. Suggesting an
'organic' relationship between art object and museum, Le Corbusier's project formulated
an early critique of the exhibition space. It also put into question the central role of the
curator as the architect of the exhibition setting.
Despite many attempts, Le Corbusier's project was never realized as planned. 2
His vision of organic growth and an expanding museum turned into a stratified form and
finished space as in the museums built in Ahmedabad (1952-57), Chandigarh (1960-
1965), and Tokyo (1952-1957). Le Corbusier's inventive approach, however, is telling
1
"Pour la crdation a Paris d'un musde des artistes vivants (II). Rponse et project d'amdnagement et
d'organization," by Le Corbusier and Pierre Jeanneret, Caiers d'Art no.1, 1931, pp. 5-9.
2Gilles Ragot, "Musde A croissance illimit6e," Le Corbusier. une encyclop~die Paris: CCI /Edition du
Centre Georges Pompidou, 1987.
of the critical relationship between the institutionalized space of exhibition and the objects
on exhibit.
In this chapter, I will analyze this relationship between the exhibition space and
the artifacts on display, specifically focusing on architectural museums. After a
discussion of George Wightwick's book, Palace of Architecture, I will analyze two
contemporary specialized institutions: the Deutsches Architekturmuseum (DAM) in
Frankfurt and the Canadian Centre for Architecture (CCA) in Montreal. During the last
decade, these two institutions became internationally known for their architectural
exhibitions. Going beyond the mere presentation of architectural drawings, both
institutions attempted to exhibit different modes of representation utilized by architects to
give form as well as to convey ideas.
According to Jacques Gubler "the museum of architecture is probably the most
important architectural institution to have appeared in the last two decades." 3 But for
some, exhibiting architectural works in museums and galleries has been viewed as a
paradox. In a special issue of the Design Book Review entitled "Architecture on Exhibit,"
Richard Ingersoll argues that "a work of architecture is its own best exhibition." 4 He
claims that the idea of exhibiting architecture in the constructed space of a museum "will
always contain a certain troubling redundancy." Sharing Ingersoll's view, Frangois
Burkhardt, the director of the Centre de Crdation Industrielle of the Centre Georges
Pompidou in Paris, discusses the limits of the exhibition space provided by these
specialized architectural institutions.5 He argues that the presentation of architecture in its
real size can be suggested by techniques such as computer simulation, the reconstitution
3Jacques Gubler, "The Intertwined Paths of Louis Herman de Koninck and the AAM," Archives
d'Architecture Moderne no. 40, 1989, pg. 18.
4
"Towards an Architectural Museum," Design Book Review, Summer 1989, pg. 12.
5Frangois Burkhardt, "Centre de Crdation Industrielle, Centre Georges Pompidou, Paris," Design Book
Review Summer 1989, pg. 32.
in full-scale of parts of a project, or even a complete reconstruction. However, the means
and media available to exhibitions will always be limited in expressing the architectural
space and specificity that only the built work can convey. Burkhardt adds that "only a real
building can communicate the integration of a work with its environment and within its
real context can a true analysis of a building's social function can be determined."
Dominique Poulot pursues this argument. In his article on the "birth of the museum of
architecture," he demonstrates the contradictions which are inherent in any project of a
museum of architecture. To illustrate his argument, he rephrases a similar condemnation
expressed by the sculptor Desiene in Opinion sur le musdes:
monuments of architecture cannot be transferred; that is not so, instead, for
a statue or a painting: both can be collocated anywhere, provided that the
room is suitable to their size and their subject matter. [The reason for
immovability was that] all monuments of the arts for the most part obtain
their splendor from the places which witnessed their creation and from
which it is not possible to remove them without causing them to die, or
without depriving them of their historic, moral and political meaning. 6
Unlike paintings and sculptures, works of architecture cannot be removed from their "real
environment." For Desiene, the reason for this "immovability" is that "the monument is
to be admired in the same place in which it was erected."
In these readings, architectural museum is construed as a paradoxical term, unless
one intends it in a figurative sense. In his imaginary "Palace of Architecture (1840),"
George Wightwick used the term 'architectural museum' in its most figurative sense. In
this imaginary museum he exhibited the Cathedral, the Temple, and the Cave which were
deemed impossible to be housed in a real museum. In the following section, this
nineteenth-century imaginary museum will be taken as an example, raising specific
questions regarding the display of architectural artifacts in contemporary specialized
institutions.
6As quoted in Dominique Poulot, "Architectural Models. The Birth of the Museum of Architecture in
France During the Revolution." Lotus International, vol. 35, no. 11, 1982, pp. 35.
"The Palace of Architecture"
In 1840, George Wightwick (1802-1872), a gentlemen architect, published his curious
book entitled The Palace of Architecture: A Romance of Art and History. 7 Between the
covers of his illustrated book, he wished to portray "an epitome of the architectural
world." Like Andr6 Malraux's musie imaginaire, Wightwick presented his artifactual
collection within the imaginary domain of a book.8
When George Wightwick collected a number of temples, mosques, gateways,
tombs, fragments, and systematically placed them in an imaginary eighteenth-century
British garden, he was deliberately searching for the best way to exhibit architects' work
to the public. For the general organization of the space, he proposed two major elements:
a continuous wall and a circulation path (figure 13).9
The wall was used to divide the garden into separate parts. Perforated with
elaborate gates, it defined ten peripheral and one central division within the garden.
Starting from Ancient Indian architecture and ending with Soanean architecture, each
division housed a different 'style'. In addition to this wall there was a continuous path, or
the 'avenue' as it was called, which connected each division. Its existence left no room
7George Wightwick, The Palace of Architecture: a Romance of Art and History London: James Fraser,
1840. Wightwick visited Italy 1825-26, then worked for Sir John Soane as a "secretary-compaion." See,
John Physick and Michael Darby, Marble Halls. Drawings and Models for Victorian Secular Buildings,
Exhibition at Victoria and Albert Museum, August-October 1973, London: Eyre & Spottiswoode Ltd.,
1973. Edward N. Kaufman's article came to my attention long after I completed my research. My analysis
of Wightwick's "Palace" was done independently. Kaufman's most illuminating discussion presents
Wightwick's attempt as a model for universal expositions. Instead of reading it as a prototype, I focus on
this "imaginary museum," as an exercise which questions the idea of exhibiting architecture in a
museum. See, Edward Kaufman, "The Architectural Museum: From Napoleon to Henry Ford,"
Fragments of Chicago's Past ed. Pauline Saliga, Chicago: The Art Institute of Chicago, 1990, pp. 16-
51,
8Andr6 Malraux, Museum Without Walls: the voices of silence. Translated from the French by Stuart
Gilbert and Francis Price. New York: Doubleday & Company, Inc.,1967. First part of the French
original edition by Andr6 Malraux, "Musde Imaginaire," in Les Voix du Silence, Paris: Gallimard, 1951.
9There are obvious similarities between Wightwick's imaginary garden and the garden of Museum
d'histoire naturelle in Paris. See figure 13 and 14.
for discretion as it traveled through the partitions in the garden. As the 'spectator'
followed this path, he or she experienced an historical evolution of architectural forms.
Wightwick described the circulation pattern as:
Entering the portal, and proceeding along the avenue, you will take the first
gateway on your right, and trace your way through the ten divisions of
educational design, in the order of rotation marked by numbers. 10
In other words, this 'avenue' provided an unbroken historical survey where Wightwick
redefined artifacts to stimulate the rediscovery of an architectural past. As the wall defined
isolated partitions for selected buildings, the path passed through these divisions to
provide a constructed continuity. Although there were no dates in the book, this linear
path could be interpreted as an attempt to reconstruct a history of architecture.
In this imaginary museum, Wightwick asks the spectator to study these artifacts
as single facts which come together to form a history of architecture. There are buildings,
fragments of buildings, and graphic representations of buildings (figure 15). Each
fragment in this historical narrative was believed to reflect the architectural characteristics
of a style. For example, in one of the divisions, building fragments and a temple stand
for the entirety of Greek architecture. Or the remains of a Gothic folly represents a Gothic
cathedral. Obviously, our contemporary doubts as to the 'originality' or 'authenticity' of
the buildings or ruins in this imaginary garden are irrelevant. Although there are attempts
to create a stylistic totality with several fragments and buildings in each division, there are
no implications of a developed idea of 'authenticity'. Moreover, the unchanging
landscape makes no claims regarding environmental, social, or cultural accuracy. At first
sight the fragments and buildings in the garden seem to establish a synecdochical
relationship with different architectural styles.1 ' Referring to an absent whole, each ruin
10Wightwick (see note 7), pg. 7.
11Hayden White, "Foucault Decoded: Notes from Underground," History and Theory, no.12, 1973, pp.
23-54. See also, Stephen Bann, "Historical Text and Historical Object. Poetics of the Musde de Cluny,"
Lotus International, vol. 35, no. 11, 1982, pg. 36. Also published in The Clothing of Clio. A study of
stands for the entire style. However, a close examination of the fragments show that their
relationship to the whole is rather an example of metonymy. The metonymical
relationship stands for "the reductive rhetorical strategy whereby the part does duty for
the whole in a purely mechanistic way, without implying reference to any organic
totality."12 In fact, the relationship between part and whole remains ambiguous in
Wightwick's imaginary garden.
This ambiguity is manifested in the use of the term 'museum'. Wightwick never
calls his collection a museum; instead, he uses the term 'museum' in two different
contexts. First, he identifies certain buildings in this peculiar garden specifically as
museums, such as the "Greek Museum", "Norman-Gothic Museum", and the "Museum
of Pointed Gothic Architecture". Second, his description of the main gate to the garden
implies that it symbolizes a museum. Constructed as a bricolage with fragments that were
collected from every division in the garden, this gate was conceived as the representative
of a larger hypothetical museum (figure 16). If the whole garden was to be interpreted as
a museum in its totality, then calling its individual parts 'museum' would be confilicting.
Moreover, if there were several individual museums in the garden, then the definition of
the main gate would be contradictory. The shifts in the application of the term 'museum'
in the garden rises from the difficulty of distinguishing various products of architecture
that are both containers and contained simultaneously. The "Greek Museum" in the
the representation of history in Nineteenth-century Britain and France, Cambridge, London, New York,
Melbourne, Sydney: Cambridge Univ. Press, 1984. His argument relies to a great extent upon the article
by Hayden White, which analyses Foucault's, tropological terms. Hayden White, "Foucault decoded:
notes from underground" History and Theory, vol.12, 1973, pp.23-54.: "White suggests that, in the shift
from what might be called the classic to the romantic epistem, there is implied a movement from the
predominant use of the trope of metonymy to that of synecdoche. Whilst the part-whole relation in
metnoymy is reductive and mechanistic, that involved in synecdhoche is both integrative and organic. If
Lenoir's procedure is relentlessly metonymic, the strategy of syndecdoche seems to apply exactly to the
Musde de CLuny, where the object from the past becomes the basis for an integrative construction of
historical totalities. Each object offered access to a historical millieu and to the real historical characters
with whom it had once been identified."
12Bann, (see note 11), 1984, pg. 36.
garden epitomizes this ambiguity. In the illustration of this structure, it is almost
impossible to differentiate the artifacts kept in the museum from the structural and
decorative elements of the museum building itself (figure 17).
The ambiguity only increases as Wightwick introduces another term to identify a
particular space in the garden: "gallery." These galleries are located in buildings which are
themselves on exhibit in the garden. For example a Gothic cathedral in the exhibition
includes a gallery of architectural drawings. The drawings are limited to perspective
views, and their subject matter is Gothic buildings absent from the garden. These
drawings can be viewed as metaphors. Each drawing not only represents an existing or
demolished building but also suggests an analogy between itself and the building.
The irresolution between the definition of the container and the contained creates
ambiguity regarding terminology. The significance of terms like 'museum' and 'gallery,'
and the status of the artifacts exhibited both shift. The spectator in the garden is confused
with the labels of drawings, ruins, and buildings. He or she cannot differentiate the
represented from the representation, the content from the container, or the part from the
whole.
In the constructed environment of an imaginary museum, Wightwick is
confronted with the task of exhibiting works of architects which include buildings,
building parts, and drawings. Different categories of a nineteenth-century architects'
interests are exhibited side by side in the garden. Besides buildings, Wightwick exhibits
architectural fragments which he conceives as ruins. These ruins, which are now studied
by the archeologists, form an important part of his architectural collection. There are also
perspective drawings exhibited in the galleries. Framed and exhibited on the gallery
walls, they are treated as works of art. All these overlapping interests of a nineteenth-
century architect define the "Palace of Architecture" as a garden, a house, an
archeological site, and a museum.
Therefore, there is no clear separation of the content from the container, the
represented from the representation, and the past from the present. There are no dates or
titles attached to buildings, fragments, or drawings, and there is no space in between.
Studied as such, the artifacts in Wightwick's "museum" function in a connotative way
exhibiting artifacts detached from their historical contexts.
Wightwick's description unveils a fact that exhibiting works of architecture can
serve different purposes. It fosters new readings of architectural works regardless of the
historical context in which they were executed. Wightwick designed his imaginary garden
early in the nineteenth century. He started working on it almost two decades before its
publication in book form in 1840. During that time he struggled to decide what to include
in an architectural exhibition and how to display architectural artifacts. His decision and
indecision was influenced by the ambiguities in the definition of a museum as an
institution and architecture as a profession both of which were becoming autonomous
fields in the nineteenth century.
Exhibiting Works of Architecture
During the 1970s, many attempts were made to define the nature of an architectural
exhibition. The major questions were what to include in such an exhibition and how to
display the selected items. As discussed in a special issue of Rassegna on "Exhibit
Design," these attempts address the difficult task of selecting specific artifacts from a
variety of works and displaying them in a limited space.13 The best examples of this task
are the Venice Biennales of the 1970s. The organizers of the Biennale tried a number of
approaches which denied the very possibility of the constructed exhibition space,
attempting instead to display architectural works in their natural settings. In the early
1970s exhibitions were organized in the existing and abandoned buildings of Venice. In
13
"Exhibit Design," Rassegna no. 10, 1982.
1972, several works were located in the city suggesting that the city itself could provide a
framework for the exhibition. Another example is the 1977 Brunelleschi exhibition in
Florence which framed the existing buildings in the city, making the real space the subject
of exhibition.
All these attempts addressed the paradox of architectural works on exhibition.
While some of them questioned the limits of the space provided for the exhibition, others
faced the ambiguous status of architectural artifacts as representations of what is actually
absent from the exhibition space. In most of these examples the design of the exhibition
space itself was the work of an architect.
These various attempts coincided with the emergence of institutions specialized in
the exhibition of architectural works. When specialized museums and galleries were
established, they took a stand regarding the issue of what to exhibit within the bounds of
their institutions. They made a clear statement that instead of exhibiting the conventional
material product of architecture, the building, they would focus on architectural artifacts
related to the building.
While defining the nature of their exhibition material, these institutions are
confronted with questions related to the scope of an institutionalized architectural
exhibition. Do they organize their exhibitions in a retrospective documentary format or do
they exhibit the works of practicing architects? Do they exhibit the works of other fields
such as archaeology, landscape and city planning? A major question was asked in a
report published for the foundation of a Dutch national museum of architecture in the
Netherlands: What is the ideal architectural museum?14
At its public opening, the Deutsches Architekturmuseum, was presented as a
completely new and pioneering institution in architecture.
14Zef Hemel, How to Construct the Camel. A Dutch Museum for Architecture and Spatial Design,
trans. Julie Salm, Netherlands: Delft University press, 1987.
It was contended that this [DAM] would be the first new-style architectural
museum, not to be compared to the existing institutes which called
themselves museums. These were rather to be defined as archives or
libraries than as museums. The Deutsches Architekturmuseum appeared to
be clearing the path for new real museums in the field of architecture. 15
Heinrich Klotz, the founder and former director of the Deutsches Architekturmuseum
(DAM), conceived the institution as an "ideal museum of architecture", as a prototype to
be imitated.
The idea of establishing an architectural museum in Germany was developed on
the other side of the Atlantic. Between the years 1969 and 1972 Klotz was in America
teaching architectural history at Yale University.16 During his stay, he became acquainted
with some of the most important practicing architects in America including Charles Moore
and Robert Venturi. He also met Philip Johnson, known not only as an architect but also
as a curator of major architectural exhibitions, particularly exhibitions held at the Museum
of Modem Art in New York. When Klotz returned to Germany in 1972 he began seeking
an opportunity to set up an architecture museum with the explicit aim of exhibiting works
of contemporary international architecture. His first move was to organize a series of one-
week symposia at the International Design Centre in Berlin in 1974.17 During the
symposia, Robert Venturi, Denise Scott Brown, and Aldo Rossi presented their projects
to the public. One year later, Klotz arranged a workshop at the same place with Vittorio
Gregotti, Oswald Mathias Ungers, Alison Smithson, Gottfried Bdhm, and Charles
Moore. The participant architects were asked to design "infill buildings" for the
Kreuzberg district of Berlin. The workshop triggered the organization of a larger
exhibition: the International Building Exhibition in Berlin. In 1976, Klotz invited Charles
Moore, James Stirling, and 0. M. Ungers to the small town of Marburg--his home town-
15 Ibid., pg. 28.
16Heinrich Klozt, "The Founding of the Geman Architecture Museum," Architectural Design, London,
1985 (published in association with DAM).
17Heinrich Klotz, "The Pathos of Functionalism," Werk/Archithese, March 1974.
-to design three separate projects. The goal of the projects and exhibitions that followed
was to tackle the problem of integrating new constructions into the old city.18 But the
primary goal of these meetings and exhibitions was to gain support for his proposal to
establish an architecture museum. Klotz explained the goal of such a museum as to "make
Post-Modernism known to the public." At their first meeting in Utrecht in 1977, Klotz
spoke to Charles Jencks about founding a museum for architecture. Jencks, architect and
professor at the Architectural Association in London, was already familiar with similar
attempts made in England during the 1970s. The Royal Institute of British Architects in
London (RIBA) had been exhibiting the contemporary works of architects at the Heinz
Gallery since 1972. Similar to RIBA's approach, Klotz envisioned a museum to exhibit
works of professional architects. During the development of the museum Jencks
encouraged Klotz to pursue his goals.
During the early 70s, Klotz presented his project for an architectural museum to
the local governments of Berlin, Stuttgart, and Munich. From the outset, this museum
project was not to be based on an already existing collection. In 1978, the project was
accepted by the new administration of the city government in Frankfurt. The architectural
museum was part of their new cultural policy.
The primary purpose of the museum was the organization of temporary
exhibitions on contemporary architecture. As such, it was deemed possible to borrow the
work of contemporary architects for the duration of these short-term exhibitions. These
exhibits would comprise borrowed material, which would be returned to the architects'
offices after the shows. These conditions defined the scope of the institution.
While working on the design of the DAM building, the architect Oswald Mathias
Ungers did not know the nature of its future content. Thus, he decided to design the
18Heinrich Klozt, New Construction in the City 1978.
museum as "an empty shell", to borrow Hubert Damisch's expression. 19 Klotz himself
used the term "shell" to describe the spatial distribution in the building (figures 18-19).
He explained Ungers' theme of the building as: "a concept of a succession of shells." For
the founder of the DAM the 'ideal museum of architecture' was to be embodied in "an
empty shell."
The terms transparency and visibility are often used to describe the characteristics
of the boundaries and the space provided for the exhibition of art objects. The empty
space provided in the DAM is surrounded with a wall which is already defined as an
invisible apparatus (figures 21-22). Therefore, the ideal museum of architecture is
defined as an empty gallery or a transparent shell at the DAM. As the museum seeks to be
turned into a transparent container, the architectural works exhibited become more
visible.
The "Empty Shell"
The sixteenth-century curiosity cabinet is one of the earliest examples of keeping
an empty space for the exhibition of objects. The use of a particular small room in the
Medici Palace can be used as an analogy to understand Damisch's metaphor. Its
occupant, Piero de Medici (1419-1469), the son of Cosimo de Medici (1389-1464), used
this room for temporary exhibitions of the material collected in the Palace. Piero de
Medici's room, his Scrittoio, or studio, has been 'reconstructed' from the inventories and
descriptions of various scholars as follows:
This private room had a high vaulted ceiling which was covered with
coloured majolica tiles by Luca della Robbia. The walls were also treated in
this way, and the room had a corresponding tile pavement...The tiles in the
19Hubert Damisch, "The Museum Device," Lotus International, volume 35, no. 2, 1982, pg. 11.
study of Piero de Medici with the images of the months indicate the constant
presence and context of the astrological. 20
Selected items had to be carried to this particular room due to its physical and spatial
limitations. Yet, not only the limited space within this container but also its entirely tile-
covered walls, ceiling, and floor would limit the permanent occupancy of any item.
Historians and art critics such as Joseph Alsop and E.H. Gombrich referred to this room
as a source of pleasure. 21 As indicated in these readings, there were two obvious sources
of Medici's pleasure, the dignity of the authors of the works in his collection and their
visual quality. 22 A close reading of Filarete's account of Piero de Medici in his studio
leads to another conclusion regarding the sources of his pleasure. 23 According to
Filarete, Piero de Medici did not remember seeing any individual item in his collection.
He suffered, therefore, from a temporary forgetfulness. 24 Piero de Medici could forget
the items in his collection because he would not see them unless they were brought to his
little studio. He could begin "afresh" taking pleasure from this collection due to an
unconscious forgetfulness. During the temporary presence of a selected part of the whole
collection, Piero de Medici would look at them. As such, he not only made them visible
but also defined the material in his collections as things worth seeing.
The spatial limitations and the physical characteristics of Piero de Medici's studio
would not allow him to keep his collection in a permanent location. The notorious white
20Eilean Hooper-Greenhill, Museums and the Shaping of Knowledge, London, New York: Routledge,
1992, pg. 29 and 35.21E.H. Gombrich, Norm and Form: Studies in the Art of the Renaissance II. Oxford: Phaidon Press,
1985. S. Joseph Alsop, The Rare Art Traditions: The History of Art Collecting and its Linked
Phenomena. London: Thames and Hudson, 1982.
22The term visual, in this context, is synonymous to "visible to the eye" and will assume that what is
related to visuality is something attainable by sight. This Kantian formulation of visuality, 'the beautiful
is that which pleases universally without a concept', has been quoted and criticized in Theodor W.
Adorno, AestheticIhry, trans. C. Lenhardt, New York: Routledge and Kegan Paul, 1984, pp. 139-142
(first published in German, in 1970).
23Antonio di Piero Averlino (Filarete), Treatise on Architecture, trans. John R. Spencer, New Haven:
Yale University Press, 1965.
24E.H. Gombrich. The Image and the Eye. Further Studies in the Psychology of Pictorial
Repsentation, New York: Cornell University Press, 1982, pg. 12.
walls of the DAM, comparable to the tile-covered walls, ceiling, and floor of Piero de
Medici's studio, are not designed for the permanent occupancy of any item. 25 The space
of exhibition and the physical boundaries refuse any relationship with artifacts. The space
remains indifferent and flat and calls for a mechanical rather than an organic relationship
with the exhibited material.
During the preparation of the first exhibitions at the DAM, the material was not
only borrowed, but also commissioned from architects. For example, the exhibition
entitled "Living and Working by the River, Ideas for the Frankfurt Osthafen" was based
on the theoretical projects commissioned from an international group of architects. In a
reversal of its initial goal, the DAM kept this material in its possession.
Another important work commissioned by the museum was "From Stone Age
Hut to Skyscraper" (Von der Orhiitte zum Wolkenkratzer). This work was composed of
twenty-four "Panorama Pictures" equipped with architectural models. They were
commissioned from model-makers in Germany. However, the museum building was not
designed to accommodate permanent exhibitions. Moreover, there was no room for
storage. The twenty-four architectural models found their permanent location in a small
room at the top floor of the DAM building. Starting from the model of an "original hut,"
these models were located in separate niches in the room. The first known housing
project, the first celebrated iron structure, and the first skyscraper, were placed
chronologically to present a linear development in architecture. Comparable to
Wightwick's desire of "collecting an epitome of an architectural world," this room would
contain artifacts representing a universal history of architecture. Replacing the path of
Wightwick's imaginary garden, the visitor was guided by the models' dates and labels.
25Jennifer Bloomer, "Writing on the Wall," Journal of Architectural Education. November 1991, pp.15-
17. See also, B. O'Doherty, "Inside the White Cube: Notes on Gallery Space," AIfomm, March 1976.
When Wightwick tried to exhibit the works of architects in a chronological order
in his garden, he tried to locate the origins of architecture. Locating the primitive was
essential for the placement of contemporary architectural production as the final step in an
evolutionary process. Once the origin was set and agreed upon, the idea of a single
prehistoric building type allowed for a "comprehensive and unbroken chain of
development linking the architectures throughout the world." For Wightwick, the
exhibition of forms could be understood as a progression from primitive to 'ideal'.
The Deutsches Architekturmuseum also strove for an ideal. This ideal for
Heinrich Klotz does not originate solely from what he calls a "simple historical
chronology." 26 According to Klotz this permanent exhibition has a didactic purpose. By
analyzing these isolated models, one can learn about basic developments in construction
technology. The scale and the detail of the models, which included a section from their
immediate environment, meant they could be evaluated as a representation of some socio-
cultural context. The assumption was that each model could be representative of a specific
time and context. 27 Moreover, the linear organization of the models could indicate
progress in time. This linear progression implies a future growth in the quantity of the
material on exhibit. However, this permanent exhibition space is designed in such a way
that an addition to this collection of models becomes impossible. The exhibition space is
limited to the dimensions of the room.
This spatial constraint was not accidental. In fact, it was essential for Klotz to
provide a historical ground and background for his project. The temporary exhibitions
organized in the lower floors of the DAM building used this chronological permanent
26Interview with the director, Frankfurt am Main, 1992.
27All these models were commissioned to model-makers in Germany. The context here refers to the
context of the subject (building) depicted in the museum. See chapter 4 for a discussion on the
authentification of architectural models.
exhibition as a base. This historical reconstruction was necessary to define the status of
contemporary architecture.
Focusing on modem architecture in Germany, the Museum organized exhibitions
to present a critique of this particular period. Its first exhibition was organized as a
"revision of the Modem." 28 The most recent works of a selected group of international
architects, including Robert Venturi and Denise Scott Brown, Charles Moore, Gottfried
B5hm, Leon and Rob Krier, Michael Graves, Aldo Rossi, 0. M. Ungers, Giorgio
Grassi, Mario Botta, Helmut Jahn, Peter Eisenman, John Hejduk, Hans Hollein,
Massimo Scolari, Office for Metropolitan Architecture, and SITE, were presented as a
critique of modern architecture after the Modem Movement.
Most of the works displayed in this exhibition remained in the museum. In
addition to the commissioned projects, the DAM acquired some of the artifacts exhibited.
The drawings and models gathered during these exhibitions constituted the germ of a
collection for the museum (figure 20).
The space provided for the temporary exhibitions and the idea of keeping the
building as "an empty shell" was not affected by the establishment and growth of the
collection. For the accommodation of the drawings, models, books, and audio visual
material, space was provided in a warehouse a couple of blocks away from the museum.
An existing building was rehabilitated and designed for the exhibitions of the
DAM. The choice of the site, the meticulous articulations in the design, the spatial
divisions, and the arrangement within the building all supported the idea that the space
provided for the artifacts in the museum was not accidental. This careful design and the
consideration of artifacts to be housed led architectural critics, such as Hans-Peter
28 Die Revision der Moderne: Postmoderne Architektur. 1960-1980, ed. Heinrich Klotz, Munich: Prestel-
Verlag, 1984.
Schwarz, to read this building in terms analogous to a curiosity cabinet. 29 A cabinet was
understood as a room or a closet that is purposely designed to hold specific objects.
Comparable to curiosity cabinets, the Museum building was designed to exhibit
architectural artifacts. Yet, unlike curiosity cabinets which took their shape as their
collection grew and stopped growing as the collector died, the artifacts at the Deutsches
Architekturmuseum developed a different relation with their container.
Most of the material was collected after the establishment of the DAM. The
separation between the archive (warehouse) and the exhibition space could have been due
to the limitation of space, but for the Deutsches Architekturmuseum, it was a clear
decision from the very beginning. Starting with its first exhibitions, the museum moved
its artifacts between the warehouse and the museum building.
Obviously this exchange not only happens between the warehouse and the
museum building. Traveling exhibitions and loans from other institutions and architects
themselves cause comparable dislocations. Architectural drawings removed from
architects' offices are ready to be part of new exhibitions. As in an art gallery, the
artifacts exhibited under a certain theme and sequence can be subjects of another
exhibition with a different theme and organization. For example, the material gathered for
the "Rotterdam '88, the City: a Stage" exhibition was already exhibited in the Deutsches
Architekturmuseum. In fact, the Rotterdam exhibition was a new presentation of material
from DAM's two major exhibitions based on its permanent collection: "Revision of the
Modern" of 1984 and "Vision der Moderne" of 1986. Heinrich Klotz was the chief
curator of all three exhibitions.
The architectural models and drawings presented in the "Revision of the Modem"
exhibition traveled to America, France, and England. Comparable to Piero de Medici's
29Deutsches Architekturmuseum Frankfurt am Main. ed. Hans-Peter Schwarz, Frankfurt am Main:
DAM, 1989.
"forgetfulness," the same material would be brought to the exhibition space for different
exhibitions.30 Or it would travel for exhibition in different institutions.31 Each time
artifacts change their physical or conceptual context they become the source of a different
appreciation.
The space provided for exhibitions reinforces the possibility of new appreciation
of familiar (already exhibited) material. The general idea behind the articulation of the
space within the building is to remain indifferent to its content. As in a gallery, the same
space can be used to exhibit a large variety of items ranging from gates constructed of
Lego blocks to the one-to-one scale replica of an architect's office reconstructed in the
Museum. 32
The working policy and the mission of the DAM have been published on many
occasions. One of the first public statements was published in the journal Lotus
International in 1984.
The task of the Frankfurt Museum of Architecture will not be to confirm
claims of limitations in architectural decision, but to make visible--by means
of a direct presentation to public opinion--the connection between all the
various factors, in other words the interweaving of the social and ecological
tasks of building with the possibilities of construction technique and the
meanings subsumed in the architectural form.
This goal of making architecture visible can be understood as a description which
explains the Museum's exhibition program. Selecting and framing architectural artifacts
for exhibition indicate an appreciation of the architectural artifact which makes it visible
and defines it as a thing worth seeing. That defines the new status of architectural
artifacts. Making visible can be understood as the common denominator which brings a
30Heinrich Klotz, De Collectie. Architectuur 1960-1988 Frankfurt am Main: DAM, 1988, pp. 7-11.
3 1Julie V. Iovine, "Die Revision der Moderne": Postmodernism on Display at Williams College. See
also, Hannah Vowles "Representing Architecture. Nouveaux Plaisirs d'Architecture". The Revision of the
Modern Pompidou Center, Paris. Studio International. vol. 198, no. 1010, 1985, pp. 40-41. Revision of
the Modern: the Frankfurt Architecture Museum Collection. London: AD editions, 1985.
32For "the Gate of the Present" exhibition, twenty-five architects were invited to design gates using Lego
building blocks. A one-to-one scale replica of Heinrich Tessenow's office was reconstructed at the DAM
during an exhibition on the architect's work.
variety of artifacts together in a single exhibition space. It also explains the reappearance
of the same artifact for different exhibitions. What made visible in the exhibitions
prepared by the DAM is the connection between all the factors related to the social and
environmental aspects of buildings, construction techniques and the various
interpretations of architectural form.
This attempt to define an ideal museum as a transparent container was challenged
by a different institution's exhibition program. The space provided for the exhibition of
architectural artifacts at the CCA questions the idea of museum as a disinterested
container. In contrast with the DAM's search for a transparency, the CCA exhibits the
artifacts in a space encircled within a solid framework (figure 23).
Framing Artifacts
Like the Deutsches Architekturmuseum, the basic material of the CCA's
exhibitions are drawings, sketches, models, and photographs. And like the DAM, the
Centre aims at organizing only temporary exhibitions. Its exhibition program, however,
challenges the DAM's search for transparency.
The goal of the exhibition program at the CCA is neither to put the built work on
show nor to affirm that exhibition is the equal of the architecture whose absence it
evokes. Rather it is planned "to explore and interpret the art of architecture, its history,
and its impact on the built environment."
The CCA's exhibition programme sets out to explore and interpret the art of
architecture, its history, and its impact on the built environment. We start
from the premise that architectural ideas, issues, processes and materials are
not necessarily easy to understand but can be made accessible. We therefore
try to build bridges between our collections and the public, and to relate
historical or theoretical issues to current or everyday concerns.33
33
"Musdes," an unpublished draft prepared by the curators at the CCA, 1991.
This exploration requires the definition of artifacts as products of the art of architecture,
as historical documents, and as representations of the built environment. These different
readings of architectural artifacts are possible only with a shift in their conceptualization.
An architectural artifact can be conceived as a representation of what is outside the
exhibition or it can be conceived as an artifact in its own right. While defining the nature
of its exhibition material, the CCA focuses on this shift. The artifacts at the CCA are
exhibited not only to look through them to see the edifice they represent but also to look
at these artifacts by virtue of their own properties. This gives rise to a major question:
does this shift in the conceptualization of the nature of architectural artifacts influence the
formation of the exhibition space? A close analysis of the CCA's exhibition space shows
that its characteristics are determined by the qualities of architectural artifacts. Unlike the
DAM, what determines the formation of the exhibition space at the CCA is the
architectural collection itself.
The entire DAM building was designed and erected for exhibitions of temporary
material. The CCA's building, on the other hand, was designed to accommodate an
already defined collection. The exhibitions organized by the CCA are based on the
material in its collections. Material borrowed from other institutions, individuals, or
architects are complementary sources for the CCA's exhibitions. When the architects of
the CCA building, Peter Rose and Erol Argun, started working on the project they knew
the future content of the building.
From the very beginning, a building designed specifically to house the CCA
was integral to the concept of establishing an architectural museum and
study centre. The most basic need was to provide a place that was large
enough and secure enough to store the growing collection and to make its
holdings accessible to researchers and known to the public...Since there
was no model for such an institution there was no precedent for such a
building. The CCA had to be invented. 34
34Phyllis Lambert, "Design Imperatives," Canadian Centre for Architecture: Building and Gardens,
Montreal: CCA, 1989, pg. 55.
Like the DAM, the exhibition space at the CCA had to have its own special character,
determined by the nature of the institution. Thus the architects found themselves
confronted with questions like: What is the best environment to exhibit architectural
artifacts? What should be the characteristics of space provided specially for the exhibition
of architectural artifacts?
The hierarchical organization of the space and the use of light were the main
considerations of the architects. The final decision in the design was to locate the
exhibition galleries at the top story and to illuminate the space by a series of skylights
(figure 24). The idea of having natural light from the top recalls the nineteenth-century
approach towards the illumination of exhibition galleries which we observe in Sir John
Soane's Museum and Dulwich Gallery as well as the extension of the Louvre. However,
contemporary museological requirements stipulate that direct natural light can be harmful
for artifacts and should be avoided. Solutions to the problem of admitting natural light
while protecting the exhibited objects are developing in the twentieth century as
exemplified in the Kimbell Art Gallery by Louis Kahn.
Natural light, which had in mid-century been excluded from exhibition
spaces by conservators and curators, was beginning to be reintroduced in
gallery design, but not in spaces for the display of works on paper. The
chemical compositon of paper and the light-sensitive nature of media applied
to it--such as watercolour, ink, and silver salts--cause prints, drawings, and
photographs to deteriorate when subjected to intense illumination over a
period of time. This was an important consideration since the CCA
collection is almost wholly composed of works of art on paper. However,
the alienating environment of a "black box" was not acceptable either.35
The solution was found in using only controllable artificial light to illuminate the artifacts.
In addition, "a baroque play of natural light" was introduced through the lanterns in the
vaulted ceilings of the galleries. A motorized adjustable louver system located between
the skylight and the gallery ceilings regulated ambient daylight directed into lantern and
35Ibid., pg. 59.
on vaulted ceiling surfaces. The nature of the light was not the only museological
constraint in exhibiting works on paper. All the materials, floor covering, paints, and
cleaning solvents, to be used were subject to a chemical analysis by the CCA head of
conservation. All the finishes in the exhibition space were chemically stable to prevent the
release of vapors or gases. Humidity and temperature in the building was also regulated.
Thus the exhibition space at the CCA was designed according to "international
museological standards." During the formation of this space the major idea was to
achieve a well-defined, artificially-created, or better a 'museologically ideal' environment.
This space was described by the architects as:
The seven main galleries, the Octagonal Gallery, and the secondary
exhibition areas contain 550 square meters (6000 square feet) of exhibition
space and provide 265 linear meters (875 linear feet) of hanging space. The
exhibition walls of the galleries are eleven feet high, but their vaulted
ceilings soar to twenty feet. The objects exhibited are seen in rigorously
controlled artificial light that respects the fragility of works on paper.
Humidity and temperature levels are similarly controlled to international
museological standards... 36
Thus if the ideal museum is an empty gallery for the DAM, it is a museologically ideal
space for the CCA. The formation of the space was determined by the shifted status of
architectural artifacts. Protected and exhibited in a museologically proper environment,
architectural drawings are conceived as precious objects.
If architectural artifacts become publicly known, not to say famous, because they
could be seen in the DAM, they become precious objects at the CCA. The back cover of
the special issue of Design Book Review on architectural exhibitions is illustrated by the
south elevation of the CCA building (figures, 25-26). The front cover is illustrated by
Gianpaolo Panini's museographical painting of Roma antiqua (1757). The contrast
between these two exhibition projects is very telling of the CCA's approach. Panini's
painting illustrates an imaginary museum. In this imaginary museum of antiques, works
36The Canadian Centre for Architecture, information booklet, Montreal 1992, pg. 19.
of art cover the entire interior. There is almost no room between the paintings on the
walls. Although framed individually, the works of art are exhibited side by side to form
an uninterrupted painted surface on the walls and the ceiling of the museum. Moreover,
some of the works are piled upon each other; in fact there is no space between them. Piles
of paintings and sculptures fill the museum and cover the surfaces to suggest an organic
relationship with the space. Besides the quality of the individual works, Panini's painting
emphasizes the quantity of the material gathered in a single space.
Contrary to this 'quantitative method' shown in Panini's painting, which refuses
to choose or leave space in between the works, the exhibition space at the CCA controls
the interaction of the artifacts. 37 This control does not necessarily suggest an "organic
relationship" between the artifacts and the space. Unlike Le Corbusier's design for an
unlimited museum where the space could be expanded simultaneously with the addition
of new works to the museum, the borders of the CCA building are well defined and
absolute. The limits of the exhibition space are also fixed. The number and the
dimensions of the works in the exhibition are limited with the space available in the
building. Therefore, exhibiting at the CCA requires a selection and a decision regarding
the location of an artifact on display.
In Panini's painting works hide one another. It seems necessary to move the
works to reach or study an individual item. Contrary to this approach, in the CCA objects
cannot be moved without a significant reason and cannot be placed in an arbitrary location
in the designated exhibition space. Regarding the specificity of the location of artifacts in
exhibition Stephen Bann quotes the following story,
...Lord Clark [an art historian], in the days when he used to stay at
Berenson's Florentine villa, I Tatti, would try the experiment of moving a
small Renaissance bronze a few inches from its original position each
evening on retiring to bed. Each morning, as he came down to breakfast, he
37
"Exhibit Design," special issue of Rassegna. no. 10, 1982.
was able to note that it had been restored with great precision to its former
location.38
According to Bann, this story illustrates more than a mere "mania for domestic order."
The bronze had a significance in relation to the other objects in the room. It was located in
a particular space due to aesthetic considerations. Comparably, each artifact on exhibition
must have its own space at the CCA. Named, numbered, and stored individually, they
are brought to the exhibition rooms and set in relation to the other individually-identified
artifacts. Artifacts exhibited with others in the same wall case or displayed individually
maintain a certain distance from each other. The space between the frameworks is
carefully measured and fixed for each exhibition. Used in context of the display of art
objects in museums, the term framework refers to the physical support of a painting, the
institutional context created by the museum, or the art historical context created by a
critical discourse. Wolfgang Ernst discusses the multilayered meaning of the term in his
article titled, "Frames at Work."39 The possible interpretations of framing artifacts are
most telling when they are applied to the architectural exhibitions of the CCA.
The particular location of an artifact in the exhibition space is marked by physical
boundaries at the CCA. Meticulously designed pedestal cases, show cases, table cases,
and panels indicate the significance of a framework. They are all used as devices for the
assignment of an artifact to a particular location. All these restrictions call for the expertise
of professionals specialized in exhibition design. It is not unusual for architects to exhibit
their works to their clients. The public display of architectural works, however, requires
a different education than what is given to an architect to present his work to a client. The
need for an expertise suggests that a new professional category should be formed for the
field of exhibition. Curators at the CCA make most of the decisions regarding the
38 Bann (see note 11), 1982, pg. 36.
3 9Wolfgang Ernst, "Frames at Work: Museological Imagination and Historical Discourse in Neoclassical
Britain," The Art Bulletin. vol. 75, no. 3, September 1993, pp. 481-498.
exhibition of architectural artifacts. One of the major tasks of these curators is to select the
materials and place them in the exhibition space. The freedom in decision making for the
curators at the CCA is limited by practical and conceptual constraints. Architectural
artifacts of different sizes have to be unified according to the capacities of specialized
containers. The layout of objects on exhibit is also controlled by the exhibition space.
One of the best examples illustrating this relationship between content and form is
the "Photography and Architecture" exhibition of 1982.40 The exhibition presented
works that "show aspects of the history of Architecture seen through photography and
the history of photography through architecture." This approach suggests a special
connection between photographs and the architecture they represenL On one hand, the
exhibition illustrates "the ways in which image was affected by evolving photographic
techniques." On the other hand, the exhibition shows that photography's significance lies
in its documentary qualities. In the CCA exhibition, the relationship between architecture
and photography was not limited to a technique for an instant notation. In this exhibition,
photography was conceived not only as a document of an architect's work, but also
presented as a specialized representation technique of architecture.
The curators of the CCA select artifacts with the knowledge that every exhibition
implies a selection and attribution process. Thus a public display is not only locating
artifacts in showcases but also relocating them in a new context. That is why the walls,
pedestals, and cases must have room for the descriptive texts attached to the artifacts.
Once decided that every exhibition suggests a certain order in a certain context, we can
conclude that the space of exhibition is not neutral but constructed for its artifacts. The
professional model of display borrowed from museology enshrines architects' projects in
glass cases.
40Richard Pare, Photography and Architecture: 1839-1939, exhibition catalogue, Montreal: Callaway
Editions, 1982. (Traveling exhibition)
Content of the Form
What seems to be the major goal of exhibitions organized by the CCA is "to build bridges
between its collections and the public." This "public" includes not only architects,
students, and scholars, but also laymen who experience architecture in their everyday
life. The idea can be interpreted as to defamiliarize an architecture which has already
become part of everyday concerns. The goal of this defamiliarization is to suggest that
there are other ways to look at architecture, and there are other ways to think about it.
One way to achieve this goal is to think the "everyday concerns" of the public as
something related to the everyday use of architectural space. Thus the space of the
exhibition can be defined as a vignette from daily life. The museum space detaches and
defamiliarizes a piece of everyday life installed within its walls. This reminds us of Le
Corbusier's definition of a "good museum." He suggests that a "good museum" should
be able to fix the time (i.e. Pompeii) and house the objects of "our own day":
a plain jacket, a bowler hat, a well-made shoe. An electric bulb with bayonet
fixing; a radiator, a table cloth of fine white linen; our everyday drinking
glasses...We will install in the museum a bathroom with its enameled bath,
its china bidet, its wash-basin, and its glittering taps of copper or nickel... 4 1
Le Corbusier's list of objects in an ideal museum is also a reminder of Marcel Duchamp's
presentation of "found objects" in a museum. The significance of a bicycle shed changes
when it is signed by an artist and exhibited in a museum. The space provided in the
museum has the capacity to transform a bicycle shed into an art object. This example
gives rise to a question: is exhibiting any object in a specialized architectural institution
really tantamount to legitimizing it as a work of architecture? A comparable space is
created at the CCA to transform games and toys into architectural artifacts. Exhibited in
41Le Corbusier, The Decorative Art of Today trans. James I. Dunnett, London: The Architectural Press,
1987, pg. 17 (originally published in Paris, L'Art ddcoratif d'aUJourd'hui. 1925).
glass cases in an architectural institution, toy building models and games are defined as
architectural artifacts. At the exhibition they were presented as metaphors to show "how
changes in building technology were paralleled in the changing techniques of constructing
toy building models."
It is true that the artifacts exhibited at the CCA collections show a large diversity
in modes of representation, technique of production, and media. One of its major
exhibitions, "Architecture and Its Image," includes books, photographs of industrial
apparatus, lists of the dimensions of building parts, construction details, city maps,
panorama paintings, capriccios, paintings of sculptures, photographs of cast details,
playing cards, photographs of antique sites, photographs and paintings of bridges and
tunnels, stage designs, and photographs of previous architectural exhibitions. Does the
exhibition of an architectural book require a special apparatus and space? How is it
different from exhibiting only one page illustrating an architectural drawing in a legal
report? How does one frame a city map, an architectural model, and playing cards? What
kind of curatorial expertise do these decisions require? Who is the appropriate curator of
such an exhibition? And finally, who is the audience of this exhibition?
"Architecture and Its Image" was designed to show the different issues related to
the nature of architectural representation. It was an introductory presentation to the
"public" to show various ways of approaching an architect's work. Including a variety of
artifacts, this exhibition was an attempt "to reconstruct the traditional identity of the
architect-as-artist," and to extend the boundaries of this definition to a larger intellectual
framework.
Including a variety of representation techniques, modes, and media, the CCA
manages to tackle the different issues related to the nature of architectural representation.
Its exhibition space is designed to foster new readings of architectural works regardless
of the historical context in which they were executed. The CCA tries not to confuse the
exhibited work of an architect with the constructed work. With a meticulously
constructed exhibition space, it tries to maintain a distance between the different works of
architecture.
The CCA tries to communicate with the public by using the design tools of an
architect. Design drawings and other visual and textual material produced during the
design process of an edifice are the focus of CCA exhibitions. Artifacts related to the
design process, which are missing in Wightwick's imaginary museum, have been
considered as the least legible part of architectural production. Architectural drawings,
sketches, and even models cannot be understood by every one. This is one of the goals
of the CCA exhibitions, to make these artifacts accessible to the general public. With that
intention, the same exhibition is meant to attract architects, designers, planners, scholars,
and laymen.
At the CCA, exhibitions are organized on the premise that the professional work
of an architect is involved with ideas, intellectual processes, and materials. Each
exhibition is conceived as a process of examining and studying the work of an architect in
relation to his historical and theoretical sources.
In all the CCA's exhibitions there is an uncompromising concern to show
the process of making and thinking about buildings, rather than the result;
the documents and tools that were part of that process, rather than
secondary records; and the whole web of cultural, theoretical and historical
contexts in which architecture is formed or observed.42
The diversity in themes and media indicates that the continuity in the subject matter and
conceptual links between the artifacts are established by expanding the categories of
architectural issues.
The programme is constructed around five broadly defined subjects--aspects
of Modernism; the building of Canada; photography and architecture;
contemporary theory and practice; and the historical foundations of
architectural education and discourse. At the same time, certain issues such
42
"Muses" (see note 33), pg. 4.
as the nature of the city, the relationship of building to landscape, or the
cross-fertilization of architectural cultures, will reoccur in these difficult
contexts. 43
The exhibitions of the Centre illustrate the expanded boundaries of the field of
architecture. Landscape design, city planning, restoration, and photography are included
within this field. Moreover, the exhibition process which is based on research and
interpretation imply that architecture is also concerned with historical-theoretical issues.
As such the field can be expanded to the larger framework of the discipline of
architecture.
Conclusion
In a book entitled Beyond the Postmodern Facade, the sociologist Magali Sarfatti
Larson argued that architectural institutions, particularly universities and academies, gave
a disciplinary foundation to their field.
From a sociological point of view, discourse includes all that a particular
category of agents say (or write) in a specific capacity and in a definable
thematic area. Discourse commonly invites dialogue. However, in
architecture (as in all professions), discourse is not open to everyone but
based on social appropriation and a principle of exclusion. Laypersons are
not entitled to participate in the production of the profession as a
discipline.44
Specialized architectural institutions try to build bridges between the field of
architecture and the general culture. Both the DAM and the CCA share the belief that for
such a cultural endeavor, artifacts of architecture are positive tools which can be
substituted for the conventional product of architecture: the building. Both the DAM and
the CCA began with the assumption that these artifacts should be exhibited in an
43 Nicholas Olsberg, Interview, Montreal: CCA, 1992.
44Magali Sarfatti Larson, Behind the Postmodern Facade. Architectural Change in Late Twentieth-
Centr Amecria. Berkeley: University of California Press, 1993, pg. 5
architectural museum. And both started from the assumption that the ideal museum of
architecture needed to be defined.
Despite the similarity of intentions, however, they developed very different
approaches regarding the relationship between the exhibition space and the artifacts
exhibited. At the DAM, the exhibition space is conceived as a gallery, as an empty shell
for the display of the works of contemporary architects. But the apparent neutrality of the
shell was made possible by the interpretive framing of the permanent exhibition. In all the
DAM's exhibitions there is concern to show the technological and social aspects of the
built environment. In so doing, the DAM places the works exhibited within the sphere of
the profession and the professional debate.
At the CCA, the exhibition space is conceived as a museum environment. The
professional model of display borrowed from museology enshrines and rarefies
architectural artifacts in glass cases. The CCA's exhibitions have a 'uncompromising'
program of showing the process of making and thinking about buildings, rather than the
end product. Creating a distance between the producer and the product of architecture, the
exhibition space brings architectural artifacts to the broad participation of the public. The
exhibition space defines artifacts within the larger borders of the culture in general. The
way an artifact is exhibited and the context in which it is displayed influences the way it is
perceived. These differences in the framing of artifacts are an indicator of the dialogue
between the profession and the discipline.
III. PRESERVING ARTIFACTS:
Study Centers and "Treasuring" Institutions
Half a century after its demolition, and originally conceived as a prototype for a
standardized house, the celebrated Pavillon de l'Esprit Nouveau (1925) designed by Le
Corbusier was resurrected on the grounds of a fair in Bologna in 1977 for use as .
exhibition space. It was then occupied by a scientific institute for more than a decade, and
finally abandoned to decay and possible demolition until a group of architects initiated a
campaign seeking international support to save the structure. 1
In the seventies, the architects in charge of reconstructing the pavilion aimed at
producing an identical replica. To do this they searched out and verified documentary
evidence for all the technical and aesthetic statements proposed for the original structure.
This process turned Le Corbusier's pavilion into a 'case study'.2 If the original pavilion
was conceived as a prototype, its reconstructed version was treated as a document
yielding information about the construction technique and materials. Recent attempts to
preserve it include returning it to its original function, to provide a stronger link with the
1925 original. While attempting to give legitimacy to this operation, the advocates of the
pavilion's preservation would transform its status from document to monument, from a
mere source of historical and structural information to a structure with symbolic and
commemorative qualities. This shift would also change the interpretation of the renovated
structure. The reconstruction could be conceived either as a replica documenting the
original pavilion or as a building defending its rights to its own preservation.
This effort to reconstruct and preserve the Pavillon de l'Esprit Nouveau highlights
specific issues about preservation itself. The act of preservation, as indicated in this
1Bologna Union of Architects' call for support, "Campaign for Corbu's Pavilion Esprit Nouveau," in
do.co.mo.mo. Journal. no. 9, July 1993, pg. 5.
2 Ibid., pg. 5.
example, can involve an intricate process. This complex process changes, as the usage of
the term shifts from the preservation of a building to the preservation of any architectural
artifact in an institutional context.
When the context shifts from the existing environment of an edifice to a space
defined by an institution, the significance of this term also changes. The following
discussion focuses on this transformation. More specifically it analyzes the significance
of this term for contemporary architectural institutions. The operational structure of the
Canadian Centre for Architecture is revealing for understanding the changes affecting the
notion of preservation.
As a specialized institution, the CCA preserves architectural artifacts. During its
formation in the 1970s, the CCA developed two different programs related to
preservation. The first program involved a late-nineteenth-century house around which
the center constructed its new building. The second program involved the preservation of
architectural drawings, books, photographs, and related textual sources. The
amalgamation of these two programs in a single institution's activities creates ambiguities
in using the term preservation.
The CCA's interpretation of the term preservation can be understood in relation to
the recent debates on the changing principles of conservation, restoration, and
protection.3 It can also be interpreted in light of the theories which originated these
debates. In this chapter, I argue that the CCA's interpretation of the term preservation
originated and transformed from the notions developed regarding the definitions of the
terms restoration and conservation in the nineteenth century.
3To give just a few examples from the recent works on the subject, see Frangoise Choay, LAll6gorie du
patrimoine. Paris: Editions du Seuil, 1992; Rosalyn Deutsche and Cara Gendel, "The Fine Art of
Gentrification," October, vol. 31, pp. 91-111; Giorgio Grassi, Architecture. Dead Architecture. New
York: Rizzoli, 1988; Kurt W. Forster, "Monument/Memory and the Mortality of Architecture,"
Oppositions vol. 25, Fall 1982, pp. 2-19; Theodor W. Adorno, "Without Guiding Image," ble
Buildings in Old Settings, an exhibition catalogue, Munich, 1978, pp. 21-22 (original text in 1960).
The nineteenth century saw the development of many theories on the activity of
preservation. These theories, identified with names such as Eugene-Emmanuel Viollet-le-
Duc (1814-1879) and John Ruskin (1819-1900), developed parallel to the competing
methods and principles in application. 4 Viollet-le-Duc's conception of preservation
benefited from an awareness of the transformations in the assigned meanings of the term
restoration. His close involvement with institutional attempts at preservation developed
parallel to his appreciation of changing attitudes toward the history of ancient
monuments. Ruskin's theories on preservation, on the other hand, introduced another
notion, conservation. His ideas about conservation arise from his close involvement with
museums.5 His emphasis on the material qualities of artifacts highlighted many issues
related to the contemporary interpretation of preservation in specialized institutions. Alois
Reigl's (1858-1905) definition and categorization of monuments still inform current
discussions on preservation. 6
An analysis of the foundation of Alexandre Lenoir's Mus6e des monuments
frangais (1791) is important for an understanding of the significance of these theories.
Established before the heyday of the above mentioned discussions on preservation, this
museum represented Lenoir's notion of protection.
4John Ruskin, "Lamp of Memory," The Seven Lamps of Architecture. New York: The Noonday Press,
1961, pp. 167-187 (originally published in London, 1849). Eugene-Emmanuel Viollet-le-Duc,
"Restoration," The Foundations of Architecture. Selections from the Dictionnaire raisonn6, introduction
by Barry Bergdoll, translation by Kenneth D. Whitehead, New York: George Braziller, Inc., 1990, pp.
195-227. (Orignially published as Dictionnaire raisonn6 de l'architecture francaise du XIe au XVIe sitcle,
in Paris, 1854-68).
5The implications of Ruskin's work on contemporary explorations of the idea of preservation in
architecture has been discussed by Frangoise Choay (see note 3). For a detailed discussion on the concept
of tradition and historicism in Ruskin's work on architecture in the 19th-century, and the implications of
his work for architecture today, see also, The Lamp of Memory Ruskin. Tradition and Architecture, ed.
Michael Wheeler and Nigel Whiteley, Manchester: Manchester University Press, 1992.
6Alois Riegl, "The Modem Cult of Monuments: Its Character and Its Origin," translated by Kurt W.
Foster and Diane Ghirardo, Oppsitions, vol. 25, Fall 1982, pp. 21-51. (This essay was written in 1903,
and originally published in Alois Riegl, Gesammelte Aufsatze., Augsburg-Vienna: Dr. Benno Filser,
1928.)
The establishment of the Royal Architectural Museum 1851, on the other hand,
was influenced by Ruskin's ideas on conservation. As exemplified by the Royal
Architectural Museum, according to Ruskin, there were particular distinctions between
"educational museums" and "treasuring institutions."7 Treasuring, for Ruskin, was a
result of the appreciation of architecture, esteemed as precious in a nation's history.
Education, on the other hand, was understood as the training of workmen (this
distinction suggested by Ruskin highlights the main argument of this study).
Here I will argue that the notions developed from this distinction remain relevant
for the analysis of preservation activities in contemporary architectural institutions. I shall
investigate the activity of preservation in light of its various manifestations, namely
protection, restoration, and conservation. Two nineteenth-century institutions --the
Mus6e des monuments franqais and the Royal Architectural Museum--are used as
examples to discuss the meaning of these notions. This discussion will help understand
the preservation program developed at the Canadian Centre for Architecture. I shall argue
that the CCA's preservation program is informed by the nineteenth-century distinction
between protection, restoration, and conservation. The application of this preservation
program provokes a shift in the status of artifacts, between document and monument.
The particular preservation program as the CCA can be understood at the meeting point of
these two sets of concepts: the practice of preservation (protection, restoration,
conservation) and the status of artifacts (prototype, document, monument)
The Canadian Centre for Architecture: a museum and a study program
A glossary in the CCA's Collections Documentation Guide (1991) defines preservation,
restoration, and conservation as follows:
7My reading of Ruskin's distinction between educational museums and treasuring institutions is
developed from John Illington's essay, "Ruskin and Tradition: The Case of Museums," The Lamp of
Memory (see note 5), pp. 39-53.
Preservation designates actions taken to prevent further changes or
deterioration in objects, sites or structures...When such actions are taken on
buildings or other structures, specially for cultural, aesthetic, or historic
reasons, use historic preservation. When changes aim to return an object or
structure to a state of historical correctness, use restoration. For actions
taken to return to sound condition for an already deteriorated structure, use
rehabilitating. For the activity of keeping people and things safe from harm
generally use pteion...
Conservation is related with the discipline of restoring...It is the application of
science to the examination and treatment of museum objects and to the study of
the environment in which they are placed.
A close examination of the definitions given to these terms indicates the general idea
which guides the center's approach to preservation. The variety of these terms aims to
resolve the complexity of terminology used in the CCA's various activities. Two major
programs organize these activities: the museum and the study program. Before the CCA
was opened to the public in 1989, it was a private collection. Its transformation from a
private collection to a public institution was manifested first by the public opening of its
educational functions, such as the library and archives, then by its museum functions,
such as exhibitions and publications.
The Canadian Centre for Architecture excluded the term "museum" from its title.
With a unique working program, it redefined a museum's role. The museum, one of the
major functions of the institution, does not operate as an autonomous entity. It
encompasses the artifacts kept in the collections, the archives, the library, and the
expertise of the staff responsible for these departments. Each exhibition, the conventional
function of a museum, and subsequent publications, such as exhibition catalogues,
brochures, and books, bring the librarians, art and architecture historians, curators, and
technical experts of the institution together.
Apart from--or better, in connection--with the museum activities there is also a
"study program" organized by the CCA. As the development and the implementation of
this program for visiting scholars continue, the actual research takes place during the
preparation of exhibitions. Scholars and curators invited from other institutions or
architectural organizations become participants in different research projects. The nature
of these projects varies. Some of them suggest joint studies or seminars with local
universities. Others are organized in connection with temporary exhibitions at the
institution. Based on the CCA's collections, this study program develops on the basis of
a broader research plan. This program, in practice, aims at engaging other academic and
scholarly institutions of architecture. Indeed, in light of this goal, the CCA has initiated a
number of research projects in cooperation with the art history and architectural
departments of local universities.
A critical investigation of the building history of the CCA and the way in which
these two activities, museum and study program, operate within the CCA building are the
major sources for the interpretation of the preservation program of this institution. The
Canadian Centre for Architecture, "devoted to the conservation of architectural artifacts
and to their study," was located in a new building designed for these purposes. Before
the construction of the new building, this site was already occupied by a nineteenth-
century house known as the Shaughnessy House. The new CCA building was designed
to surround this house and to include it in its general layout. After construction, the U-
shaped structure of the new building surrounded the Shaughnessy House on its west,
north, and east sides.
When the CCA restored and surrounded the Shaughnessy House by the protective
walls of its new structure, it made a statement on historic preservation. This statement,
however, put into question other positions taken by the institution towards the artifacts it
collects to conserve. The complexity of the statement is manifested in the definitions
given to these terms. In the following discussion, I analyze specific examples which
introduce different notions related to the terms protection, restoration, and conservation.
While discussing these notions, the examples help understand the consequences of the
coexistence of a museum and a study center within a single institution.
Protection and the formation of Lenoir's Musee des monument franeais
Alexandre Lenoir's (1761-1839) collection of sculptural fragments in the Convent at the
gardens of the Petits-Augustins is an early example of preservation based on protection.
In 1791, Lenoir collected sculptures, low-reliefs, and tombs to 'protect' them against the
vandalism of the French Revolution. 8 This spontaneous action for the protection of
artifacts was interpreted as a personal response to the destruction of architectural and
sculptural fragments in the eighteenth century. Lenoir's museum became significant for a
discussion of preservation not only at the moment of its formation but also for its various
immediate and late interpretations.
The first five years of this collection were described as the formation of a storage
(dip6t) of fragments by Werner Szambien in his Le musde d'architecture (1988).9 After
its public opening in 1795, not the content of this collection but its significance was
transformed. Arranged in chronological order, Lenoir's collection was evaluated as one
of the first intentionally constituted museums of antiques in France by David van Zanten
(figure 27).10 In the four-volume inventory he prepared between 1800 and 1806, Lenoir
himself evaluated his collection as a "chronological and historical museum of French
sculpture." 1' In these volumes Lenoir did not theorize about the term preservation.
80n the 18th century art and the French Revolution of 1789 and also for a bibliography, see "Les arts
sous la Revolution," Connissance des Arts. Paris, 1989.
9Werner Zambien, Le musde d'architecture Paris: Picard, 1988, pg. 32.
10David van Zanten, Designing Paris: the Architecture of Duban. Labrouste. Viollet-le-Duc and
Vaudoyer, Cambridge, Mass.: MIT Press, 1987, pg. 72.
11Alexandre Lenoir, Musde des monuments frangais ou Description. Paris: Gillemnet, vol. 1 (1800), vol.
2 (1801), vol. 3 (1802), vol. 4 (1805), vol. 5 (1806).
Neither did he differentiate authentic and original from constructed or copy.12 The
interpretation of the collection shifted soon after its dissolution in 1814. The illustrated
book called Vues pittoresques et perspectives des salles du Mus6e des monuments
frangais was published in 1816, and presented this collection as a study of the
"monuments of French art." 13 The emphasis of this book was on the chronological
layout of the museum and the Gothic origins of the French art which was represented in
the same order. Phillippe Chapu, in an article on the National Museum of French
Monuments evaluated Lenoir's collection as one of the first "national museums" of
France. 14 The formation of Lenoir's Musde des monuments frangais was regarded as a
product of rising French nationalism and the increasing sensibility towards the nation's
history after the Revolution of 1789. Jean-Pierre Babelon and Andr6 Chastel in their
critical essay on the notion of French heritage evaluated Lenoir's museum as a natural
product of "de-feudalization" and "de-Christianization". 15 Antony Vidler in The Writing
of the Walls, quoted the Abb6 Henri Gr6goire in his reports to Convention, as listing the
following reasons for preserving the "records" and "monuments" of the past:
nationalism, recognizing French Gothic as "one of the most daring
conceptions of the human spirit," an aid toward happiness of being French;
didacticism, viewing the objects of the past as so many chefs-d'oeuvre for
instruction in crafts, art, and design; and moral improvement, to be derived
from the exemplary nature of historical works.16
12The meaning of these terms--authentic, original, copy-- for Lenoir was discussed by Stephen Bann,
"Poetics of the Museum: Lenoir and Sommerard," in The Clothing of Clio: A Study of the
Representation of History in Nineteenth-Century Britain and France. Cambridge: Cambridge University
Press, 1984, pp. 77-92.
13Vues pittoresques et perspectives des salles du Mus6e des monuments frangais by Lavallde, Rdville,
and B. de Roquefort, Paris, 1816.
14Phillippe Chapu, "Le Muste national des monumentsfrangais, " Revue de I'A. no. 49, 1980, pp. 40-
41.
15Jean-Pierre Babelon et Andr6 Chastel, "La Notion de Patrimoine," Ibid., Revue de l' pp. 5-32.
16Antony Vidler in The Writing of the Walls: Architectural Theory in the Late Enlightenment.
Princeton. N.J.,: Princeton Architectural Press, 1987, pg. 168. Abb6 Henri Grdgorie, Second Rapport sur
le Vandalisme Paris 1794, p. 6.
These assessments verify that even after the dissolution of Musde des monuments
frangais Lenoir's idea of protection was interpreted in many different ways. Lenoir's
desire to protect was conceived as a desire to preserve the fragments of built patrimony.
Therefore, it was more than a personal response to "vandalism." 17 Lenoir's reaction to
the destruction was shaped by specific events taking place in the late eighteenth century
(figure 28). These events developed in conjunction with the rise of the concept of
nationalism in France.
Lenoir sought the beginnings of French art both in "classicism" and Gothic
architecture, yet he did not distinguish art from architecture. 18 After taking possession of
the convent of the Petits-Augustins in 1795, Lenoir installed his collection in the chapel
and the buildings surrounding the cloister. In these, the only existing buildings on the
site, the artifacts he collected found refuge. The general layout of the Musde des
monuments frangais was chronological. It started in the entrance hall where the
juxtaposition of every style could be observed. After that five successive rooms contained
fragments dating from the thirteenth century, and progressing through the seventeenth
century, with each room devoted to the fragments of a particular century.
Until it became the home of the Ecole des Beaux-Arts in 1816, the convent in the
gardens of the Petits-Augustins protected not only the artifacts rescued from churches,
17 See, Dominique Poulot, "Le sens du Patrimoine: hier et Aujourd'hui," Annales, no. 6, November-
December, 1993, pp. 1601-1613.
18Lenoir declared Gallic art a beginning for the development of arts in France. Starting from Gallic,
according to Lenoir, a complete study of various arts was necessary for the clarification of a French
history. In his description of the salle d'introduction, where he juxtaposed the selected examples from the
architecture of "all nations", Lenoir made an introductory statement regarding what he called a French art.
"C'etude des monuments des Arts en France prisente autant d'intiret peut-etre que l'etude des chefs-
d'oeuvre dAthenes et de Rome; ceux-ci, objects constants de notre admiration, modees qu'on ne pourra
jamais surpasser, ont tant defois, iti dicrits et reprisentis, qu'ils sont devenus classiques chez tout des
nations policies. Il n'en est pas de meine des monuments eregiu par nos peres, et parmi les nombreux
ouvrages necessaires d l'eclaircissement de notre histoire, il manque un travail complet sur les variations
des les arts dipendants du dession, depuis les Gauloisjusqud nosjours." Although the collection was
particularly focused on Gothic fragments, Lenoir was interested in the classical monuments of Greek and
Roman art. Lenoir (see note 11), pg. 52 (there he refers to Winckelmann and the origins of western art.)
tombs, and chapels but also itself from destruction. Although Lenoir did not have a
developed method for restoration and conservation (fields which were still in the
making), the convent building was protected from destruction and deterioration because it
became a natural container for Lenoir's collection .
The convent of the Petits-Augustins, vacated by the monks in 1791, changed its
function with the occupation of the Muse des monuments frangais. The radical
modification of both the convent and the fragments it protected was understood in a larger
historical and cultural framework. The process of secularization of artistic and
architectural artifacts in France took place after the Revolution. In the preface of his book,
the Lenoir explained the stimulus for this modification as being the formation of the
Commission des Monuments following the establishment of the National Assembly in
France and the confiscation of church property.19
Lenoir explicitly referred to the fragments in his collection as 'monuments.'
Although he did not define the term monument, his interpretation predated the
development of theories related to 'historical monuments' in the nineteent century. In
Lenoir's collection, monuments of the French nation were interpreted within a context
influenced by the ideas of the German art historian and archaeologist J. J.
Winckelmann. 20 Winckelmann sought criteria to combine individual works of art in a
unified form of the artistic spirit of the age and a chronological history. Comparably, the
monuments in Lenoir's museum were considered independent units of a linear
19 Lenoir (see note 11), vol. 1. This museum was established following a commission formed by the
Assemblde constituante on 12 October 1790. For a historical perspective see Bruno Foucart, "La Fortune
critique d'Alexandre Lenoir, et du premier Mus6e des monuments frangais," in LInformation de listoire
dcl'a 1969, pp. 223-232; also cited in Paul Duro, "Un livre ouvert A l'instruction: Study Museums in
Paris in the Nineteenth Century," Oxford Art Journal, vol. 10, no.1, 1987, pg. 44.
20Johann Joachim Winckelmann, Geschichte der Kunst des Altertums, (1764). Translated from German
by M. Huber as Histoire de 'Art de 'Antiquit6. 3 vol., Leipzig: 1781. His Gedanken fber die
Nachahmung der griechischen Werke in der Malerei und Bildhauerkunst, Dresden, 1755 was translated into
French in 1786.
development which at its end would constitute an idea about the artistic production of a
nation. These monuments were protected as reminders of a national history.
The meaning of monuments and their role for the understanding of a historical
development was underlined by Alois Riegl (1858-1905) in his 1903 essay, "The
Modem Cult of Monuments." Riegl's categorization of monuments under specific groups
was developed during the preparation of legal proposals for the protection of historic
monuments in Austria. Riegl was one of the organizers of the Museum of Decorative Arts
in Vienna. While considering Winckelmann's ideas on constructin the layout for the
Vienna museum, Riegl questioned chronology as a given for a museum. 21 Reigl's
definition and categorization of monuments help understand Lenoir's idea of
"protection." In Riegl's division between the "artistic" and "historic" value of the
monuments, we can find the reasons behind Lenoir's protection. As defined by Riegl, the
"art value" of a monument refers to its aesthetic qualities. It is identified with the values
of the present day. The artistic qualities of a monument is not inherited but can be
discovered within the monument in the present time. The meaning of the "historical
value," on the other hand, is found in Riegl's definition:
Everything that has been and is no longer we call historical; in accordance
with the modem notion that what has been can never be again, and that
everything that has been constitutes an irreplaceable and irremovable link in
a chain of development.22
A historical monument, therefore, is irreplaceable and provides continuity in the
linear development of time. Carrying both artistic and historic values, monuments are
understood with their material qualities and symbolic meanings. Studied as such, the term
monument connotes the testimony of past, or a symbol embracing a 'memory.' 23
21Ignasi de Sol-Morales, "Toward a Modem Museum: From Riegl to Giedion," Oppositions, vol. 25,
Fall 1982, pg. 69.22Ibid., pg. 21.
23Referring to Riegl, Frangoise Choay remarked on the subtle differences between the domain of "built
patrimony" and a "monument." Choay saw two subtleties inherent in the nature of these expressions. The
first was the expanded field of accomplishment of the patrimonial domain which was not limited to
100
Lenoir's preservation of "historical monuments" was accompanied by an
emerging sensibility towards a national patrimony embodied in the interpretation of these
monuments. Preservation, for Lenoir, was the protection of a national memory. This
protection would fix their symbolic significance to a certain time. If the "historical
monuments" can be interpreted as indispensable links in a chain of a development, then
their protection was essential to maintain that continuity.
Viollet-le-Duc and Lenoir's museum
In a specific entry in the Dictionnaire Raisonn6 (1854-68), Eugene-Emmanuel Viollet-le-
Duc explained his approach to the idea of preservation. He criticized Lenoir's idea of
protection of monuments. He conceived of Lenoir's attempts at protection as preservation
without interpretation. According to Viollet-le-Duc, protection without interpretation was
an attempt to freeze the documentary functions of a monument. In other words, a desire
to stop the physical disintegration of a monument was accompanied by the fixation of its
symbolic or historical and cultural meaning.
Having assumed responsibility for one of the newly established government
agencies in France, Viollet-le-Duc found the opportunity to develop his ideas both in the
conception and the application of preservation. 24 While working with the government
agencies on the preservation of ancient monuments, Viollet-le-Duc developed his theories
on this subject. The term he chose for his notion of preservation was restoration. In his
individual edifices, and was therefore understood within the ensembles of buildings and urban fabric. The
second important aspect generated from the etymology of the term monument itself. The monument has
been interpreted as a term which connotes the testimony of past, or a symbol embracing a "collective
memory." Choay (see note 3), pg. 22.
24Early in his involvement with the Commission des Monuments Historiques, he concluded the
restoration of the church of the Madeleine at Vezelay in 1840. In that same year he worked on the
restoration of the Sainte-Chapelle under the direction of Duban. But the competition he won with Jean-
Baptiste Lassus (1807-1857) in 1844 was perhaps the most important restoration project he
accomplished: he worked for almost thirty years on the restoration of Notre-Dame in Paris. His
conception of restoration involved the destruction of some parts (mostly additions) of buildings to bring
them back to an ideal state.
Dictionnaire, he affirmed that the meaning of the term restoration changed after
antiquarian knowledge was transformed by the theories of archeological societies.
Viollet-le-Duc stated that the founding of specialized government agencies for the
preservation of France's architectural heritage in the nineteenth century had a great impact
on the transformation of the meaning of the term restoration. Tracing the etymology of
the term restoration in history, Viollet-le-Duc concluded that "both the term and the thing
are new" in the nineteenth century.
By rejecting the "adoption of absolute principles" for the activity of restoring,
Viollet-le-Duc reviewed a series of errors in restoration that are to be avoided. What he
called the most common "dangers in preservation" are listed as "vandalism",
"mutilation", "interpolation", and an "architectural disposition and substitution" as
opposed to "restoration". At the end of this section in his dictionary, all these terms,
explained as merely material difficulties that face the architect responsible for doing
restoration, were assessed as challenges for the restorer's creativity .
Since all the edifices whose restorations have been undertaken actually have
a purpose and in some way continue to be used, it is impossible to be
merely a restorer of ancient dispositions that are no longer of any practical
use to anybody. Once it leaves the hands of the architect, a building has to
continue to be as suitable for its assigned purpose as it was before its
restoration was taken.25
Restoration, for Viollet-le Duc, aimed at reestablishing a building in a "finished state,
which may in fact never have actually existed at any given time." He believed that the
problem of repairing a building had to be solved for each edifice, in a manner suitable to
its own integrity.
Viollet-le-Duc continued to suggest that during the work of restoration, architects
and workers had to analyze carefully the structural characteristics and the material
condition of an edifice. By doing so, they not only learned from the mistakes of these
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25Viollet-le Duc (see note 4), pg. 222.
structures but also developed techniques to improve their physical condition. Yet, even
after the most careful analytical documentation of an edifice, architects would still face the
problem of bringing the structure back to life.
According to Viollet-le-Duc, it was the task of an architect who was responsible
for restoration "to make the building live." In order to bring an ancient edifice to life
again, the architect had to give its assigned purpose back to it. This purpose, however,
did not necessarily suggest the same use or function the building has before its
restoration. Rather than calling back an 'original function,' the restoration process
actually learned from the building's existing condition. It is this didactic, retrospective
process for bringing the structure back to life that makes Viollet-le-Duc's argument still
relevant for a discussion on preservation.
The analytical documentation of an edifice, according to Viollet-le-Duc, served a
twofold purpose in restoration. It not only helped the restorers avoid repeating the
mistakes observed in the existing structure, but also helped them with the development of
techniques to improve its physical condition. The documentation process, therefore,
aimed at the discovery of both retrospective and still to be uncovered information. As the
detailed observation of the structure, materials used, and the finishing applied to the
edifice provided evidence for the restorer, spatial divisions, circulation, and openings
suggested become references for further decisions. The material and structural
characteristics of a building are to be analyzed and recorded as factual or referential
propositions derived from the edifice itself.
There is also supplementary information to be obtained from other sources about
the edifice. It is essential, as stated by Viollet-le-Duc,
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before any repair work actually begins, to ascertain exactly the age and
character of each part of the building, and then to write upon an official
report that may include written notes as well as drawings and illustrations. 26
The documentation of stylistic information about the building follows the assertion of its
age and character. According to Viollet-le-Duc, "as each province had its own style,
information collected about a monument in a certain province of France cannot serve as
the basis for restorations in the other provinces in the country." Therefore, the architect
responsible for restoration gathers all the information he needs not only on the "structure,
anatomy, and temperament" of the building but also on the "style and forms" of the
edifice he is restoring.
Viollet-le-Duc refused to call Lenoir a restorer, because he believed that Lenoir
failed to fulfill these requirements for preservation. One could claim that the
amalgamation of artifacts and container created "a totally new state for the existing
building" in Lenoir's Musde des monuments frangais. Although this particular quality
was presented as the only way to make a building "live" by Viollet-le-Duc, it was not
enough for him to consider Lenoir as a restorer. The preservation of the convent building
itself was not Lenoir's main goal. Even if it has been the main goal, it would have been
evaluated as either "vandalism" or "interpolation" by Viollet-le-Duc.
To erect a triumphal arch such as the Arch of Constantine using fragments
taken from the Arch of Trajan was neither a restoration nor a reconstruction;
it was an act of vandalism.The Middle Ages no more had any idea of
restoration than antiquity did. Far from it. Did a broken capital have to be
replaced on a twelfth-century building? It was replaced with a capital of the
thirteenth, fourteenth, or fifteenth century, as the case might be. Given a
whole row of crockets along a frieze, if a single one was missing it would
be replaced with an ornament of the style in vogue at that time. It is for this
reason that, in times before the attentive study of styles had been developed
up to the point where aberrations, and sometimes as a consequence false
dates were assigned to parts of an edifice that should rightly have been
considered interpolations in an existing text.27
26Viollet-le Duc (see note 4), pg. 209.
27Viollet-le Duc (see note 4), pp. 196-197.
Lenoir suggested several reproductions and replacements that would not have been
acceptable to Viollet-le-Duc's principles of restoration. In this created reality, as it is
called by Paul Duro, there were at least two levels of displacement of artifacts. First was
the artifacts' integration within this created context. Second was the "loss of accord," to
use Quatrembre de Quincy's terms in his criticism of Lenoir's museum. 28 The loss of
accord was the alienation of artifacts from their natural setting, such as the relocation of
the entrance facade of Philibert de l'Orme's Chateau d'Anet, and the eclectic replacement
of the portico of the Chateau de Gallin (figure 29).
Viollet-le-Duc rejected the definition of Lenoir's treatment of fragments in his
collection as restoration. However, he recognized the significance of the chronological
classification of this collection. 29 Instead of being a restoration, he evaluated Lenoir's
attempt as "conservation."
Monsieur Lenoir in the Museum of French Monuments, which he himself
had organized, attempted to classify in chronological order all the historical
remnants that had been saved from destruction. It has to be conceded that
the imagination of this celebrated conservator played a more active role in
his efforts than did any real knowledge or any real critical spirit on his
part. 30
John Ruskin and the Royal Architectural Museum
In 1851, the Royal Architectural Museum was established in London by the
architect, Sir George Gilbert Scott for the conservation of architectural artifacts. From the
first years of its establishment, the foundation and the mission of the Royal Architectural
Museum was influenced by John Ruskin's ideas on conservation. This influence was
28Quatrembre de Quincy, quoted in R. Schneider, Ouatrembre de Ouincy et son intervention dans les arts
1788-1830. Paris 1910, pg. 191. See also, Francis Haskell, History and Its Images. Art and the
Interpretations of Past London: 1933.
29Viollet-le Duc (see note 4), pg. 197. "Our era, and our era alone, since the beginning of recorded
history, has assumed toward the past a quite exceptional attitude as far as history is concerned. Our age
has wished to analyze the past, classify it, compare it, and write its complete history, following step-by-
step the procession, the progress, and the various transformations of humanity."
30Viollet-le Duc (see note 4), pp. 207-208.
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closely linked with Ruskin's approach to architecture and museums in general and his
personal involvement with this museum in particular.
In the 1850s John Ruskin was also involved in the establishment of the new
Oxford Museum. 3 1 Interesting parallels have been drawn between his ideas on
museology and his concept of architecture in general. After the establishment of the
Architectural Museum in 1851, Ruskin not only donated material to this collection but
also participated in the education program which was developed there.
The Architectural Museum was established with the explicit goal of improving
design among craftsmen working on ornament of buildings. Copying casts, a training
method used at the Royal Academy in London (under the influence of Ecole des Beaux-
Arts in France) was also used in this institution. Ruskin knew Scott's interest in the
improvement of craftsmanship and in the proper use of material, and Scott shared
Ruskin's goals regarding the improvement of education among craftsman. 32 Before its
unification with the Architectural Association, the Architectural Museum followed the
plan drawn up by Ruskin. 33 He conceived and organized the collection as a tool to be
used for the education of artisans. H. Hobhouse, in her book called Lost London (1971),
points to the educational importance of this collection of architectural plaster casts and
models, some of which had been made by Ruskin himself, and by of architects when
restoring old buildings. The Architectural Museum as an educational institution collected
mostly reproductions of architectural fragments.
31Stuart Piggott and Margaret Aston, "English Ruins and English History: the Dissolution and the
Sense of the Past," Journal of the Warburg and Courtauld Institutions, vol. 36, 1973.
32 For the relationship between George Gilbert Scott and John Ruskin, see Nikolaus Pevsner, "Scrape
and Anti-scrape," in The Future of the Past. Attitudes to Conservation 1174-1974, edited by Jane
Fawcett, London: Thames and Hudson, 1976, pg. 44-49.
33 C. Bruce Allen. "School of Art for Art-Artisans and Museum of Architectural Art, Canon Row, Westminster,
Report to the visiting committee (including, Charles Bary, Joseph Clarke, John Gibson, J.L. Pearson, and Gilbert
Scott,] on 25 March 1852.
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During the first years of its establishment, the objectives of the Architectural
Museum wavered between two options. As stated in its annual reports, these options
were either to be a national museum or an international collection for the education of
workmen. The building history of the museum offered the evidence of its gradual
transformation from a national museum to an independent collection. In its fifty-years of
existence, the collection changed its premises four times. During these changes of
residence, the founders' approach towards the idea of an architectural museum became
obvious.
The first residence of the museum was on Parliament street. In an article
published in The Builder in 1852, this building was described as a "humble" start for a
new institution. In a conversazione given by the committee in June 1853, Earl de Grey,
the president of the museum, started with an apology for "the rough, the homely, and the
unseemly place" in which they meet.34 Yet, after twenty-five years, in the report of 1876,
the days when the museum was housed in this "picturesque cock-loft" were evaluated as
"the days of the greatest and most earnest vitality of the institution." There were two
reasons for this vitality: one was the hope of becoming a National Museum of
Architectural and Art, and the other was regular public lectures and courses given (though
never as they were planned) in the museum.
For almost eight years before the establishment of the Architectural Museum, one
of the earliest periodicals on architecture, The Builder (f 1842), became a promoter of the
preservation of national architectural antiquities in England. Several editorials there
emphasized the importance of the role the government could play in the appreciation of
valuable "national monuments." 35 Besides the news about the findings of archeological
excavations and recent purchases of private collectors, this periodical included articles
34
"The Architectural Museum," The Builder, vol.11, no. 542, June 25, 1853, pp. 406-407.
35
"The Preservation of Our Architectural Antiquities," The Builder, Vol. 6, no. 300, November 4, 1848.
regarding the necessity for a more organized and centralized power over the preservation
and protection of national antiquities. A short statement from a review article published in
The Builder highlighted issues related to the responsibilities of national institutions versus
independent education centers and individual exertions.
The establishment of archaeological and antiquarian societies in almost
every country (but especially France), is, then, an additional reason for the
expediency of some extensive parliamentary measure which would
effectually embrace the various classes of our ancient national monuments,
and secure their preservation. 36
The article continued by emphasizing that the related institutions of the
government, supported by its Parliament, had to collect statistics on the national
antiquities and then devise "measures to place them beyond the reach of danger." 37 One
of the dangers to these national antiquities was uncontrolled acquisition by private
collectors. This conclusion was reached after a series of discussions took place at the
Institute of British Architects in 1845. In a letter read in one of these discussions, the
necessity for regulations administered by a leading authority in the collection and
preservation of antiquities was stated.
The claims of archaeology, once publicly recognized, antiquities, when
discovered, would no longer be ignorantly destroyed or dispersed, but
would be scrupulously collected together into one place...and the result
would be a most interesting collection of monuments of national art and the
development of the history of successive races...,38
This letter, written by J. Hawkins, was also suggesting the trustees of the British
Museum (1753) open a department for the reception of British antiquities. 39 The goal,
which finally became national policy, was to establish a museum as part of an existing
36 Charles Roach Smith, "Collectanea Antiqua, Etchings of Ancient Remains, Illustrative of the Habits,
Customs, and History of Ages," The Builder, 1848, pg. 533.
371bid.
38J. Hawkins, The Builder, November 22, 1845, pg. 582
39 There has been a Society of Antiquaries since early in the 17th century in England. The Society of
Dilettantes was established in 1753.
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government institution.40 During these discussions, the establishment of an architectural
museum was not the central subject, but it was clear that there was a strong tendency
towards the foundation of a national collection of antiquities. "Objects of the Museum"
published in the report of 1858, defined the architectural museum as a "nucleus of a
National Museum of Architectural Art" and adds:
It is intended to supply that great and increasing want, now felt by the
public, architects, artists, and art-workmen, of the means of referring to any
study the architectural art of past ages, and of those arts which have had
their origin in Architectural Art.41
The Architectural Museum procured part of its collection from the casts exhibited in the
Great Exhibition of 1851 in London.42 Including over 100 Gothic fragments and nearly
4,000 plaster casts of architectural details, this museum found the sources of its collection
both in antiquity and in serial production. In fact, the Architectural Museum in London
never collected enough material to compete with the private collections of the time.
A year after the publication of the 1858 report, a supplementary statement was
added to the objects of the museum. This statement asserted that the main goal of the
museum was "to afford Art-workmen an opportunity of studying casts or copies of those
works in the originals of which neither their time nor their means will allow them to
visit".
This shift in the goals of the museum from a national museum to an educational
institution was reinforced with the organization of a school within the museum. C. Bruce
Allen, an architect, was the director of this school of art and artisans. The goal of the
40Allen (see note 33), "Ever boasting of its institutions, and inculcating reverence and attachment to
them, it [government] neglects the preservation of those memorials the knowledge of which can alone
give sound notions on the origin, progress, and value of national institution, and beget, in the people at
large, a capacity to appreciate the great social regulation and the political organizations under which they
live and which they are daily expected to cherish and defend." TheBuilder, vol. VI, no. 300, pg. 533.
4 1The Royal Architectural Museum. Report. 1858, pp. 4 and 5.
42The establishment of the Royal Architectural Museum in London in 1851 was assessed as an
inspiration from the Great Exhibition of 1851. See for example, Peter Wylde, "The First Exhibition: The
Architectural Assocition and the Royal Architectural Museum," Architectural Association Annual
Review, 1981.
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school was to improve the skill of the workman engaged in works of architecture. 43 This
education simply relied on a long process of copying from the fragments in the museum
until the student developed his skill to a perfect state.
The school never reached its goal, but the collection served more piecemeal and
less organized didactic purposes until it moved to premises provided by the government
(figure 30). There it became part of a larger institution, the South Kensington Museum
(renamed the Victoria and Albert Museum in 1889). This move was considered an
"unwilling migration." The Architectural Museum remained discontented with the space
provided for its collection which was not considered part of the national collections of the
South Kensington Museum, and the curators of the South Kensington Museum showed
no particular interest in the education of artists and artisans.44 Although the lectures
continued, the hopes for the establishment of a school were postponed indefinetely. 45
In 1869, the collection was mobilized one more time to a specifically designed
Gothic style building in Tufton Street (figure 31). In an annual report of the museum, a
long description of this site tells the visitor:
he will be gratified by the sight of specimens of English architecture of all
dates, from the Confessor's Norman, erected before the Conquest, and
thence down to the dissolution of this famous and most national of English
monasteries.
However, the last gate that leads the visitor to the final building brings him back to earth
with an unexpected disappointment. After such a collection of relics of antiquity, there is
the museum in a "dull uninteresting street, now residing in the nonexistent name of
Tufton Street." In accepting the new designation the Council, represented by museum
43 "...for the purpose of improving those workmen engaged in carrying out works of architecture and
other works connected with architecture including...stone and wood carving, metal work: including, gold
and silver work, Bronze, Iron, Damascene, and Niello, decorative art: including, decorative painting,
tapestry, paper, mosaic work, painted glass, and letter painting, tactile work, and enamel work."
44A.J.B. Beresford Hope, "The Common Sense of Art," A lecture delivered in behalf of the Architectural
Museum, at the South Kensington Museum, 8 December 1858.
45Wylde (see note 42), pg. 8.
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founder Sir George Gilbert Scott, protested against the needless obliteration of an
interesting historical memorial. His verbal protest, however, never turned into action
regarding the protection of this name (rather a symbolic detail) nor did he show any
further interest in the preservation of this historic site.
As far as preservation is concerned, the museum remained indifferent towards
both its building and its collection. Until its involvement with the Architectural
Association, the artifacts remained untouched by the hand of not only restoration but also
any kind of interpretation. 46 The details of this unification, in 1903, were discussed in
Sir John Summerson's centenary history of the Architectural Association. 47 Some
physical changes within or in relation to the building itself were illustrated in Peter
Wylde's essay on the "first exhibition" of this united institution. There were also minor
changes in the structure that can be traced from the exhibition catalogues of the
museum.48 The most expected change, in fact, never took place, and the collection of the
Architectural Museum, although retained for sixteen years, never became part of the
education taking place in the Architectural Association. Finally, in 1916, the collection of
casts were presented to the Victoria and Albert museum, in whose care they have
remained ever since.
Although, in its almost half century (1851-1903) of existence, the Architectural
Museum was identified as a national museum on different occasions, it never practically
"treasured" its collection in Ruskin's terms. Lacking a proper building from the
beginning, its artifacts were unprotected by storage boxes or glass cases and rarely had
pedestals. There were no restrictions regarding their accessibility. However, items in the
46Allen (see note 33), "...to commence the formation of a collection of Casts, from the finest examples
of Decorative sculpture remaining to us-untouched by the destroying hand of Restoration."
47John Summerson, The Architectural Association 1847-1947, London: Pleiades, 1947.
48For example, "the very fine fragments of old stained glass" for some time exhibited at the South
Kensington Museum, is placed in front of one of the windows in the building in Tufton Street.
collection under no circumstances were to be removed from the premises. The entire
collection was open to use by the instructors and students within the museum building.
More than its role as an initiator of a National Museum, the Architectural Museum
became known for its pragmatic goal, to improve and 'perfect the art-workmanship.' In
alliance with the museum, the establishment of an art library for the use and the benefit of
"workmen studying at the museum," and an adjoining theater for lectures to be delivered
during the sessions, supported the pedagogical role of this collection. Artifacts, which
could be freely moved within the walls of the building, were to inspire the students as a
constant reference and a continual reminder of what was seen in situ.
The artifacts in the museum were always available to be touched, observed,
removed, and replaced. It is this pedagogical program that defined artifacts in their
corporeality. During the heyday of the Architectural Museum in London, several students
of the Royal Academy (some from the government schools), with students from the
British Museum, attended courses and lectures given at the Architectural Museum.
Artifacts in the museum collection were used for the illustration of these lectures by
Ruskin, among others.49
The casual treatment of the artifacts in both the changing of their locations as well
as their diverse natures verifies that the idea of treasuring does not apply to the
Architectural Museum. Yet, one aspect of the collection (which in fact situates this
institution in its historical context) does call for a "treasuring" in Ruskin's term. This
aspect is the collection's emphasis on Gothic fragments and details. The Architectural
Museum takes a step towards being a national museum as it focuses explicitly on Gothic
architecture. In this style it sought the origins of British architecture.
491n fact, Ruskin gives three major lectures in this museum. Following these lectures he attends at the
museum to direct students in the "study and practice of the Art of Illumination."
The search for a national architecture in the study of the so-called Gothic
fragments was one of the interpretations of Lenoir's collection. As in Lenoir's Museum,
the Architectural Museum composed its collections out of building fragments. The
preservation program they suggested evaluated these fragments as national in Lenoir's
museum and as pedagogical in the Architectural Museum. In the case of the Architectural
Museum, the authority of the patron was not put into question by a social revolution.
Although influenced by the discourse of nationalism developing in France, the gradual
secularization of artifacts in the Architectural Museum grew out of the recognition of their
materiality (tactile and visual). In addition to the permanent cast collection at the museum,
the temporary occupancy of some glass and iron work, some experimental works in
concrete and mosaic, in parallel with the woodwork (all gathered from manufacturers in
England), helped the interpretation of the preservation program of this museum to be seen
as pedagogical. Indeed the Architectural Museum, as a "study collection," elevated a
pedagogical function over social concerns.50 Fragments collected in this museum served
a didactic purpose as they were mobilized for the illustration of lectures and for the
facility of studying on the spot. Used during the lectures and exhibitions, without
necessarily having a permanent location, artifacts were ready to be relocated unless they
were too heavy to be moved. The temporality of artifacts was also reinforced by the
recognition of their corporeality. Neither the artifacts in the Royal Architectural Museum
nor the buildings that these artifacts accommodated were subject to any intervention
which would interfere with this worldliness. There were no restoration programs to stop
their deterioration or to extend their corporeal existence. Most of the artifacts were made
out of plaster and lacked resistance to weather conditions. Perhaps the only decision
regarding their protection was to keep them indoors. This attempt for protection, with
50For a discussion on "study museums" and the role of Academy in their formation in France see, Duro
(see note 19), pp. 44-59.
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minimum intervention, is understood in light of Ruskin's more developed theory of
conservation.
A cultivated discussion on preservation as simply a physical conservation
developed after the publication of John Ruskin's Seven Lamps of Architecture (1849).
This work is considered one of the main texts advocating temperance in preservation of
architectural artifacts of the mid nineteenth century in England. As stated by Nikolaus
Pevsner, Ruskin's principle of preservation became a doctrine with the foundation of the
Society for the Protection of Ancient Buildings in 1877.51 William Morris, a pupil of
Ruskin, was the founder of this institution.52 "Avoiding irreversible changes and
intervention of any kind more than is absolutely necessary to secure a structure's
survival" has been considered the motto of this doctrine. Ruskin, followed by Morris,
felt that any kind of intervention on relics would be a desecration.
Ruskin expressed his seminal ideas on preservation in the sixth chapter of his
book entitled "The Lamp of Memory." For Ruskin, preserving the "most precious of
inheritances, those of past ages," was one of the most important duties of architecture. In
order to fulfill this duty the "true character of architecture," which was picturesque, or
"the accidental beauty" as Ruskin called it, had to be maintained. 53 Ruskin suggested that
it was preferable to allow a building to fall down rather than for it to undergo an act of
restoration. He believed that restoration could never completely recall "that spirit" of the
building "which is given only by the hand and eye of the workman" who actually
51Nikolaus Pevsner, Ruskin and Viollet-le-Duc: Englishness and Frenchness in the Apreciation of
Gothic Architecture London: Thames & Hudson, 1969.
52William Morris, "Restoration," (originally published in 1877) in Restoration and Anti-Restoration, ed.
Stephen Tschudi-Madsen, Oslo, 1976, pp. 144-146.
53Therefore, keeping with Ruskin's words, "the rents, fractures, stains, or vegetation" were to remain
with the building to document its structural and material 'history'. "[A] building cannot be considered as
in its prime until four or five centuries have passed over it; and that the entire choice and arrangement of
its details should have reference to their appearance after that period, so that none should be admitted
which would suffer material injury either by the weather-staining, or the mechanical degradation which
the lapse of such a period would necessitate." Ruskin (see note 4), pg. 183. By assimilating architectural
maturity with the work of nature, Ruskin implied the inevitable aging of buildings.
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produced it. Ruskin defended the idea that repairing or maintaining old buildings or else
even tearing them down was better than restoring them.
Ruskin made his stand against restoration very clear in his "Lamp of Memory"
where he evaluated restoration as being "the most total destruction which a building can
suffer." This assertion has been analyzed in light of opposing ideas regarding restoration.
Pevsner's comparative reading of Ruskin and Viollet-le-Duc, in his "Englishness and
Frenchness in the appreciation of Gothic Architecture" ended with a final remark
regarding their opposing theories on restoration. Frangoise Choay picked up where
Pevsner left off and called the positions of these two architects "les apories" of restoration
in Europe.
Under the names of these two architects, the systematic development of two
doctrines has been observed in the newly established field of restoration. One is the
"interventionists", the theories of which predominated in most European countries at the
turn of this century. The other is the "anti-interventionists" who were influential mostly in
England during the same period. Their antagonism is symbolized by these two architects:
Ruskin and Viollet-le-Duc.
With the foundation of the Society for the Protection of Ancient Buildings in
England and the Commission of Historical Monuments in France, the ideas developed by
these two architects offered two alternative methods for institutionalized preservation.
Distinctions between the opposing doctrines of these two theoreticians are important for
an understanding of the contemporary polemics developed during the act of preserving
architectural artifacts.
Today, preservation is understood as one of the major functions of museums.
Especially in art museums, the term refers to the preservation of precious objects.
Contrary to this belief, the Architectural Museum was not concerned with the
preservation of artifacts. It traveled, thus the word museum referred to its collection, not
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to a building. This nineteenth century museum showed that'architectural museum,' as an
idea and practice, was different from an art museum. The Architectural Museum's
significance was found in its pedagogical program. Its goal was to train architectural
students and workmen, and its education program was not linked with the study of
precious objects.
Preservation of precious objects and the Canadian Centre for Architecture
By adopting a protective role, the Canadian Center for Architecture made a statement on
preservation in architecture. This statement was understood in relation to the concepts
from which it was generated. These triggering concepts were embedded in the complexity
of the emerging and existing interpretations of the act of preserving. The integration of
the two working functions--a museum and a study center--situated the CCA at the
intersection of a conceptual matrix based upon the notions developed during the
foundation of the Mus6e des Monuments Frangais and the Royal Architectural
Museum. 54
As indicated in its report The First Five Years, the CCA divided the activities
taking place under its aegis into two main spatial and conceptual themes: a museum and a
study center. Encompassing activities related both to a museum and to a study center, the
CCA not only collected and preserved architectural artifacts but also initiated and
circulated exhibitions and publications. The first descriptive item listed in the "mission"
of the CCA follows as:
The Centre Canadien d'Architecture/Canadian Center for Architecture is a
study center and museum devoted to the art of architecture and its history. It
is a public institution.55
54The notions generated during the discussion of French and British examples also provided a cultural
base for an understanding of the hybrid nationality of the Canadian Center for Architecture.
55The First Five Years, a report, from the final draft for board review, 10 April 1991.
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This statement emphasizes that one of the main purposes of this study center and museum
is to foster scholarly research in the history, theory, and practice of architecture, past and
present. Thus, public access to the collection would serve the purpose of the collection in
helping to develop a "scholarly constituency."
The CCA, indeed, initiated a number of research projects based on its holdings.
Besides individual scholars, universities, particularly in Montreal, such as the Concordia
University Department of Art History, and McGill University's Department of Art
History and Architecture, took an active part in these research projects. Students in art
history or architecture departments of these universities participated in seminars which
used the collection of the CCA for different projects. Although limited in number, the
topics of these seminars varied from methodological studies in art history to new
approaches to architectural theory. 56 The qualified staff of the CCA attended some of the
regular meetings of these research groups in order to inform students on issues related to
the operational logic of the CCA and its collection. The content of this information also
varied from different methods of conservation to the importance of architectural drawings
as a representation technique, and to the role of architectural drawings and models in
history writing. Defining the development of an 'intimacy and familiarity' with the
artifacts in the collection as a goal, students were encouraged to work with them for the
purpose of these seminars. The goal of the seminars given at the CCA was not
necessarily related to the actual reproduction or copying of these artifacts. Instead of
learning how to reproduce them, the students used these artifacts in their professional
training as curators, architectural historians, or architects.
A seminar organized at the CCA uses the collections either as a reference or as a
source of illustration. While some of the seminars define their topics with a certain theme
56Just to give examples from selected topics of these seminars: "New Approaches to Architectural
History," and "L'enseignement de I'architecture, mtthodologies de recherce 1800-1945."
or architect, the others generate a research topic with the sole intention of using the CCA
collection. 57 Products of these seminars are not always research papers to be graded but
sometimes articles to be published in relation to the museum activities. When the possible
outcome of a seminar is thought to be participation in an exhibition on the same topic, or
if the papers delivered in this class may be used as catalogue entries, then research in the
study center can be interpreted as serving the purposes of museum activities. This
interrelation between the various activities taking place within an institution creates
different perspectives for a researcher. It also conceals another act that operates in the
treatment of the artifacts themselves.
Working on a certain theme or architect and using the material in the CCA
collections implies a process of "working on artifacts." On the other hand, generating a
research topic with the mere intention of exhibiting and publishing a collection of
architectural material in the CCA suggests "a work done for the artifacts." Rather than
suggesting a use with, on, or from artifacts, the CCA keeps the artifacts close to the
purposes related to the museum and provides the means for the students to work for
them.
As epitomized in the case of the CCA, the meticulous protection of the artifacts,
combined with the researchers' efforts, introduces a new dimension in preservation
taking place in contemporary architectural institutions. Including a museum and a study
program under one roof, the CCA avoids making a choice between pedagogical functions
and cultural activities. To use Ruskin's terminology, "treasuring," the responsibility of
"national museums" in relation with those cultural activities (exhibition, publication),
becomes the dominant element in a compound where an architectural museum melds with
a study center.
57To give an example, a Graduate Seminar on "Palladio and Palladians, " prepared by Dr. Hans J. BOker
(from McGill University Department of Art History, Arts Building) in collaboration with Dr. Michael J.
Lewis (CCA), Winter 1992.
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Treasuring takes place at two different levels at the CCA: first in its literal sense,
in the way which the experts in the institution handle and mobilize (from the archives to
the exhibition, from the exhibition to the publications, from the publications to the
library) the artifacts meticulously within the institution, and second, in the CCA's search
for the original and the authentic.
The treatment of artifacts at the CCA, compared to the treatment of many other
collections, is, in the most strict sense of the term, professional. This professionalism is
characterized by the institutionalization of preservation at the CCA. After it was
transformed from a private collection into a public institution, experts in different fields of
preservation were employed for the conservation and restoration of a variety of
architectural artifacts. Protection has been of paramount importance to the different
functions of the institution.
Artifacts are often protected in glass or cardboard cases, acid-free paper,
transparent milar, or by security systems, codes, and magnetic cards (figure 32). The
obvious targets of this protection are damage from environmental factors, such as heat,
cold, damp, and dryness and also the deterrence of vandalism. The term vandalism
obviously signified different meanings for the Musde des monument frangais and the
Canadian Center for Architecture. But it was the idea of protection of architectural
artifacts in an institutional context that made our dialogical understanding possible.
Protecting artifacts from the harm caused by environmental conditions was not an issue in
Lenoir's protection program. Lenoir collected fragments from the facades and courtyards
of buildings and kept some of them freely in the open air. When Lenoir suggested the
protection of specific fragments within the walls of the convent, he believed in their
eternal representative quality. According to Lenoir, each fragment represented a historical
moment. They were conceived of as relics (historical monuments) for the resurrection of
a certain time in history. As stated by Stephen Bann, Lenoir believed in the capacity of a
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fragment to stimulate the rediscovery of a certain moment in the past.58 Lenoir's
chronological layout was only possible with a reduction of a historical figure to its date of
production. A more comprehensive view of history would treat these fragments as
organic or integrative entities. In Bann's argument the strategy of synecdoche applies
where the object from the past becomes the basis for "an integrative construction of
historical totalities."
Different programs at the CCA treat the artifacts in different ways. The study
program uses the library and the archives of the CCA to place these artifacts in a
comprehensive totality. This idea of totality is emphasized by the inclusiveness of the
CCA collections. The variety in the modes of representation, such as architectural
drawings, toys, architect's sketchbooks, and personal correspondence, and the large
span of time covered by the collections, are manifestation of this idea. The CCA collects
both historical (relics) and contemporary (utilitarian) material and declares them equally
precious. By definition, however, the museum function suggests a different relationship
to the artifacts in the collection. This difference is epitomized in the exhibition of
architectural books in glass cases, a procedure which treats them as material objects rather
than texts. The material quality of the books, rather than their content, gains priority in
stimulating a sense of the past (figure 33).
The practical treatment of artifacts at the CCA collections changes due to these two
different programs. Artifacts in the archives, which show a variety in material and
purpose, are mostly made out of paper, cardboard, and wood (as opposed to marble,
stone and plaster), and cannot be touched by bare hands at the CCA. Neither can they be
seen under natural light or normal room conditions. A created, controlled environment
protects architectural artifacts. Only the professional treasurers, or curators in the
58Bann (see note 12). For Bann's argument, see Chapter 2, note 10.
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contemporary sense of the term, can move these artifacts from one case to another. But in
the library, the scholars can use (read or study) the same material for research purposes.
The juxtaposition of these two programs continuously shifts the definition of artifacts. In
the museum functions the artifacts are appropriated in a created totality defined by
boundaries of the exhibition space. The study program, on the other hand, seeks for a
greater totality with its universal and international mission. Thus the totality of the
collections can be seen as a metaphor of a greater totality of the actual, physical
environment
The CCA building spatially defines several functions besides merely housing an
architectural collection. The alternation of the strictly defined public and private spaces
creates a labyrinth-like complexity within the spaces provided for these different
functions. This special complexity, which is in fact contradictory with the planar and
sectional layout of the building, is achieved with the aid of some strategically placed
physical boundaries. Thus, the access, even between the public parts of the CCA
building, can be restricted. From the library to the exhibition halls and from the exhibition
halls to the auditorium there is no natural flow of circulation. The connection between
vaults, where the books and the rest of the collection are kept, and the reading rooms in
the library is limited. Even the reading rooms are designed to be separated from the study
rooms that are located on the mezzanine floor. Similar limitation is doubly applied to the
administrative, technical and curatorial offices.
Therefore, access to any artifact in the CCA requires an institutional procedure.
For example, drawings, models and books are occasionally exhibited in the public halls
and galleries of the museum. Or members of the public, after identifying their field of
interest, can have limited access to any artifact kept in the archives. The concept of
secularization, in this study, which has been discussed in terms of the worldliness of
artifacts and a claim of eternal protection, is supported with the privilege of public access.
Working on the actual "restoration" of public buildings himself, Viollet-le-Duc perhaps -
would not have even mentioned the Musde des monument frangais if it had not been open
to the public in 1796. Public access to architectural collections of any kind can be
provided by transforming them from private collections to public institutions. However, a
symbolic gesture of opening its doors to public access does not put any collection into the
hands of the public. Secularization as a natural outcome of public access could be
evaluated as jeopardized due to the limitations of this "overprotectiveness." 59 However,
the CCA's pedagogical program and the tools it uses for the dissemination of information
benefit from the same advanced technology that it uses for the protection of its artifacts.
Through sophisticated communication techniques, the CCA uses ways to exceed its
physical limits. Besides its publications and exhibitions, which will be discussed in the
following themes of this study, the CCA's research program facilities further interactions
between architectural artifacts and the public.
The CCA develops a research program to use its collections as a teaching device.
Its research program is reminiscent of the Royal Architectural Museum's education
program. The major goal of this nineteenth century museum was to educate architectural
students and the workmen. However, the education was not linked with the preciousness
of artifacts. In contrast, the CCA treasures and protects its collection and treats the
artifacts as valuable 'museum objects.' Thus the CCA's architectural museum tries to
embody nineteenth-century goals within the institutional walls of a twentieth-century
museum.
In the CCA's glossary, the definition given to the term preservation does not
differentiate between "objects, sites, or structures". Used as a global term, preservation
includes both artifacts and buildings. The building history of the CCA is revealing of the
59Hubert Damisch, criticizes this idea of "overprotectiveness" in "L'Architecture, au Musde?," Ls
Chaiers du Musde national d'art modeme, vol. 42, Winter 1992, pp. 63-78.
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way the institution applies the notion of preservation. A close examination of the history
of this building shows that the significance of the term preservation is strongly related to
discourses on the preservation of the actual physical environment.
As it stands today, the Shaughnessy House is at the center of the new CCA
building on rue Baile (figure 34). The House was designed by the architect William T.
Thomas in 1874. Although conceived as a single mansion, it was actually designed as
two semi-detached houses.60 Between 1892 and 1923, when it was occupied by
Thomas G. Shaughnessy, many additions and alterations were made to the east house.
The dining room was extended, and a billiard room and cloakroom were added by a
prominent Beaux-Arts trained Montreal architect, Edward Maxwell. In 1907, the
architectural office of Finley and Spence made changes in the dining room and added a
library to the east house. The only addition to the west house was a conservatory
designed by an unknown architect in 1885. When Phyllis Lambert, an architect and the
founder of the CCA, acquired the Shaughnessy House on 16 April 1974 it already had a
history of alterations and modifications (figure 35).
Lambert justified the acquisition of the residence as "the protection of the House
from a possible demolition." The construction of a new boulevard during the 1960s and
early 1970s profoundly disturbed the urban setting of the Shaughnessy House. This
operation redefined the immediate environment of the house to isolate it in a built island
which threatened its existence. The construction of the Boulevard Rend-Levesque and the
isolation of the house was viewed by Lambert as a result of the "scandalous destruction
of the urban network." 61 Thus the House itself was under the threat of demolition, and it
had to be protected. Lambert who was already known as a "preservation activist" in
60Canadian Centre for Architecture: Building and Gardens, ed. Larry Richards, with an introduction by
Phyllis Lambert, Montreal: CCA, distributed by the MIT Press, pp. 155-156.61
"Le CCA est au coeur d'un quartier historique; il se dresse en bordure du paradis terrestre, jadis le
domaine des sulpiciens, le seigneurs de l'ile de Montral." From an unpublished paper presented by the
director and the founder of the CCA, Phyllis Lambert, at the Louvre, Paris 18 January 1991.
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Montreal, was influential in having the Shaughnessy House designated as a "historical
monument" by the Ministry of Cultural Affairs in Quebec (6 February 1974). She
submitted a formal offer to purchase the house five days after its declaration as a
"historical monument."
For the following five years, the Shaughnessy House remained untouched
protected from demolition or destruction. As the owner of a historical monument,
Lambert was involved in this activity of protection. It is after the foundation of the CCA
as a non-profit organization that the status of the house as a historical monument
changed. It was Lambert's decision to design the new CCA building around the
Shaughnessy House. The major reason behind the selection of this site for the new
building was explained as making use of this "historic monument" on a "historic site."
Lambert acquired and saved the building in 1974, and it became a generative
artifact for the CCA design. Its restoration has subsequently been integral to
the rehabilitation of the neighborhood. 62
The preventive maintenance of the house was started in the spring of 1981, and the
restoration continued until the construction of the new building. Beginning in 1981, a
professional restoration company, Les Constructions J. & R. Duhanel Ltde, took the
responsibility of the restoration of the house.63 The first phase in the restoration was the
mechanical and structural documentation of the Shaughnessy House. During this process
the building itself was the major source of information. Treated as a document, the house
provided the necessary evidence about its construction technique, materials and
condition. This process changed the status of the Shaughnessy House from a monument
to a document providing information for its restoration.
62 CCA Building and Gardens (see note 60), pg. 123.63The report called "Maison Shaughnessy Montreal, Qudbec. Rapport dEntretien Architecture
Mdchanique et Structure", on the Shaughnessy House submitted by Bilodeau St-Louis to Heritage
Montr6al, on 31 March 1981. For the building chronology and more information see, Larry Richards,
"Critical Classicism and the Restoration of Architectural Consciousness," also Robert Lemire, "The
CCA Site: An Illustrated Chronology, 1694-1988, in the CCA Building and Gardens (see note 60).
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The second phase of the restoration was the "removal of all non-original partitions
and additions." The sources for the information required in this phase of the restoration
were drawings of the building, old and new maps and site plans showing the urban
development of the area, black and white duotone or color photographs, correspondence
and biography of architects involved in the construction and alteration of the building,
information about the other buildings that are considered its contemporaries, illustrations
regarding the additions made, contracts, and finally, the legal reports. This archival
recollection of supplementary documents suggested a retrospective research process
which tried to establish stronger links with the original house. This search for an original
stage in the architectural history of the house was completed in March 1985. By April
1985 all the later additions made to the Shaughnessy House after the first design made by
W. T. Thomas were removed. The goal was to restore the original scheme of the
structure. 64
The third phase was to integrate the Shaughnessy House into the functional
program of the new building. To develop a number of schemes, Lambert worked with
the cooperation of a number of architects at her Los Angles firm. Until the final project
which was prepared by Peter Rose, these schemes suggested different relationships
between the new building and the Shaughnessy House. The final project proposed the
integration of the existing building within the new construction. 65 As indicated in the
following description:
64Richards (see note 60), pg. 127, where the reasons for the removal of the additions are listed as: "In all
three schemes, the Maxwell-designed billiard room and the library have been removed from the east side
of the Shaughnessy House. Presumably this was done for four reasons: the addition lacked architectural
coherence; it was a maze (in Lambert's words, "a rabbit warren"); it undermined the mansion as a free-
standing object: and it caused great difficulty in adding rationally to the house. However, this removal can
also be read as a demand for bilateral symmetry, for a perfect, complete whole."65The CCA purchased the Shaughnessy House from Phyllis Lambert on the 13 June 1984.
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Restored and converted to new uses, [the Shaughnessy House becomes] the
spiritual centerpiece of the CCA and as such, is affectionately framed and
converted to a new building.66
For very specific reasons, the restoration of the Shaughnessy House can still be
discussed in terms of Viollet-le-Duc's definition of the term. The CCA did not erect its
new building using fragments taken from the Shaughnessy House. This decision could
have been viewed as "vandalism" in Viollet-le-Duc's terms. The restoration did not cover
the facade of this nineteenth-century structure with concrete and stainless steel which
could have amounted to a mutilation in Viollet-le-Duc's definition of the term. The
meticulous research which took place before the construction was done to prevent any
"stylistic" errors and "dispositionings" which could have been seen as "interpolation".
Moreover, the restoration project decomposed the building itself for a search for
structural and technical information, a method extensively used by Viollet-le-Duc. The
hierarchy of documents which defined the House itself as the primary source of
information was also reminiscent of Viollet-le-Duc's approach.
One more concept which was discussed by Viollet-le-Duc is still relevant for an
understanding of the preservation program of the Shaughnessy House. Viollet-le-Duc
explains the difficulties and obstacles in the way of what he calls an "authentic
restoration":
Often buildings or parts of buildings dating from a certain era have been
repaired, sometimes more than once, and sometimes by workers who were
not native to the province where the buildings were constructed. Both the
earliest parts and the modified parts of the edifice need to be restored.
Should the unity of style simply be restored without taking into account the
later modifications? Or should the edifice be restored exactly as it was, that
is, with an original style and later modifications? 67
66 Helen Searing, "The CCA as Museum of Architecture," RACAR, vol. 16, no. 2, 1989, pg. 184.
6 7 CCA Buildings and Gardens (see noye 60), pg. 210.
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Removing all the later modifications to restore the Shaughnessy House, the CCA
functions in the same framework. The CCA believes in the possibility of a return to "an
original style."
The status of the Shaughnessy House changed one more time when the CCA
opened its doors to the public. In the new CCA building, the house is surrounded by a
U-shaped structure which encloses it with its two wings. The original access to the
Shaughnessy House was from the south. The new structure provided access to the
building from the north. Today there is no direct entrance to the Shaughnessy House.
The new structure physically and visually conceals it. Acting as a barrier, the new
structure cuts the Shaughnessy House from its physical and social environment. The
house is only visible from the south at the point where the view is fragmented by through
traffic. Identified with its exterior by unbroken walls and a single public entrance, the
whole new structure, in fact, supports this idea of providing ultimate security for both the
building's contents and for the Shaughnessy House. Thus, the seemingly symbolic
gesture of embracing the Shaughnessy House within the protective walls of the new
structure indicates a real concern for protection.
Had the CCA chosen the existing building on the site and converted it to
accommodate its new purpose, then this act could have been discussed in terms of
"rehabilitating" as it is defined by the CCA. Or if the CCA claimed it had returned the
building to a state of "historical correctness" then it could have been discussed in terms of
"restoration." These terms are not sufficient to explain the CCA's preservation program
for the Shaughnessy House. The conservation program suggested by the CCA can be
interpreted by the definition its glossary gives to this term. This definition explicitly states
that this activity operates on the "museum objects" and the "environment in which they
are placed." Museum objects are to be understood as the artifacts kept in its collections,
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and the environment in which they are placed is defined by the building itself. Thus the
Shaughnessy House becomes part of the CCA's "conservation" program.
Considering the way the objects are treated at the institution, Ruskin's category
for conservation applies to the CCA. Hence there is still a motivation in the functioning of
the CCA for "treasuring" a fragmented heritage. For Ruskin, conserving the "most
precious of inheritances, those of past ages," was one of the most important duties of
architecture. The conservation program at the CCA turned the Shaughnessy House into a
precious object.
The official and institutional re-designation of the Shaughnessy House as a
historical monument took place in 1974. During its restoration, architects defined it as a
document providing information about its construction technique and materials. By
applying professional conservation techniques, the CCA, as a protective institution,
freezes the Shaughnessy House's architectural, historical and social meaning. To re-
define this once historical monument as a document, and then again as a monument, the
CCA interrupts the constitution of this edifice in a linear progression of time.
When the CCA treasures the actual fragments of the built environment, it
approached the notion of preservation from an architectural point of view. The
preservation program of the CCA, which acts equally upon "objects, sites, and
structures," turns the Shaughnessy House into an architectural artifact protected, restored
and conserved in a specialized institution. This modification, however, has
consequences.
The complete understanding of an edifice or an architectural fragment requires
supplementary documents such as architectural drawings, photographs, models, or
written and photographic sources. With these documents it becomes possible to locate a
building in its historical and social context. But these documents themselves exist in their
own disciplinary and social dynamics. Architectural drawings, photographs and models
can be analyzed as historical and architectural objects in their own right. At the CCA,
discussions on preservation are based on the assumption that it is possible to refer to
architectural works (both artifacts and buildings) in similar terms. That assumption
creates an ambiguity, since the term refers to both the preservation of a building and an
artifact in a museum.
The CCA assigns a dual meaning to the term preservation. While focusing on the
preservation of artifacts, the CCA's use of the term remains strongly related to a
discourse developed on the preservation of the actual physical environment. It is this
attachment to the physical environment that makes the CCA an active institution in both
the professional and disciplinary domains. The CCA's ambiguous interpretation of
preservation keeps the discussion on architectural preservation open. Its dual interest in
artifacts and buildings situates the internal or institutional dynamics of an architectural
artifact into the broader field of the social and cultural environment.
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IV. INDEXING ARTIFACTS:
Complete Listing vs Working Index
In 1986 the Library of Congress in Washington received a grant to fund a project called
Washingtoniana II. The purpose of the grant was to "organize, conserve, and create a
published guide to approximately 40,000 architecture, design, and engineering
drawings."' The drawings were related to buildings, sites, and design projects in the
Washington D.C., metropolitan area. The project was planned in two phases. In the first
phase, a team of experts including a historian, a cataloguer, and two preservation
technicians, organized the material. They extracted information for labeling and for
entries in the published inventory. In the second phase, the drawings would be
permanently labeled and placed in their final locations in the Prints and Drawings
Department of the Library of Congress. The major goal of the project was to provide
public access to the drawings.
C. Ford Peatross was the director of the Architectural Collections of the Library
of Congress. In the fourth meeting (1987) of the International Confederation for
Architectural Museums held in Poland, he articulated specific questions which confronted
the team in the course of the Washingtoniana II project. The major question was how to
provide access to the material? In his address, Peatross presented two ways to gain
access to an architectural collection: physical and intellectual. 2 Physical access meant
simply to locate an artifact in the collections; intellectual access meant to retrieve
information about the artifacts. Physical access to drawings and prints primarily required
a description about their physical characteristics, such as their medium, scale, dimension,
support, and physical condition. In order to provide this information a number of
1C. Ford Peatross, "The Washingtoniana II Project Preparing 40,000 architectural and design drawings
for public service," ICAM. no. 4, (conference proceedings), ed. John Harris, Montreal: CCA, 1987.
21bid., pg. 5.
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decisions had to be made: What is the best way to preserve and locate artifacts? How
should artifacts be labeled to allow retrieval? How can a researcher examine the individual
items? All these questions referred to the artifact itself as an 'object' of investigation. The
'subject,' or the work depicted in an architectural artifact, required a different description.
This description had to provide access to the content of the drawing. As stated by
Peatross, the usual questions: who made it, when, where? were complicated by the fact
that answers could be different when the goal was to locate a drawing and when the goal
was to get information about the drawing. If we were to follow Peatross' argument, it
would be possible to distinguish between the physical qualities and the content of
architectural artifacts. This separation was suggested to solve the practical problems faced
during the storage of architectural drawings.
In the last two decades, a number of contemporary architectural archives,
libraries, research centers, and museums, have been involved in the activity of providing
access to their collections in various ways. The Canadian Centre for Architecture (CCA)
and the Royal Institute of British Architects (RIBA) are two examples of this particular
involvement. I focus on these institutions because they are both public organizations
which try to provide access to their holdings. As a first step to provide access to their
collections, both institutions inventory items. This itemized list ideally includes all the
artifacts in their collections. It serves two purposes: first, it aids in placing artifacts at
certain locations in the collection; second, it assists in the retrieval of information about
individual artifacts.
In this chapter, it is not my intention to compare the inventories of these
institutions as finished works. Rather, I will examine the preparation processes of these
inventories. To understand this process, I suggest to use the broader notion of 'index'.
The Webster's Dictionary proposes two basic definitions of the term: 1- A list (as of
bibliographical information or citations to a body of literature) arranged usually in
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alphabetical order of some specified datum (as author, subject, or keyword). 2-A device
(as the pointer on a scale) that serves to indicate a value or quantity. As the dictionary
suggests, the definition of index goes beyond the limited notion of listing. I will refer to
these two definitions to understand how the CCA and the RIBA indexes artifacts in their
collections. Indexing artifacts is here understood both in its literal sense as to indicate the
place of an artifact and in its metaphorical sense as to give a value to an artifact.
The hypothesis of this chapter is that the preparation process of an inventory is
not a neutral listing of artifacts. It is my contention that this process reflects the way
specialized institutions conceptualize architectural artifacts. Alternatively, while indexing
artifacts they also define the nature of their institutions.
During the process of indexing, both the CCA and the RIBA face the task of
making a distinction between the physical and intellectual properties of artifacts. At the
core of every indexing process is an unavoidable paradox that operates between the
physical qualities of the artifact and the content of the subject depicted. This chapter
addresses issues arising from this dichotomy. While handling this problem, both the
RIBA and the CCA sought a particular system to store architectural artifacts, and the
information about them. At the RIBA, the goal of indexing can be viewed as the
achievement of a complete list of items in its collections. At the CCA on the other hand,
the goal is to prepare what I suggest to call a 'working index.'
Dictionaries and thesaurus provided models for the formulation of different
indexing processes. An understanding of those processes becomes crucial as these
publications--comparable to specialized institutions--describe and analyze architectural
artifacts. By doing so, they not only provide consistency in the terminology used to refer
to artifacts but also defme the objects of their field. In our examination of the indexing
processes of the RIBA and the CCA, these published models will used for their heuristic
value.
On the Description of Architectural Artifacts
During the second half of the 1830s, the RIBA Drawings and Prints Collection
was established as part of the Institute library. During the formative years of the RIBA,
artifacts were collected and filed under the name of architects or buildings. What was
important then was the 'professional' work of an architect--a profession still in the
making. Thus the major tag for identifying an artifact was either the architect's name or
the subject of the drawing.
During the early 1970s, the Drawings and Prints Collection was reorganized as a
different department within the RIBA. 3 As it was separated from the Library, a new list
was required for the collection's holdings, The goal was to prepare a new and a more
specialized list of architectural drawings and prints. During the preparation of this list, the
major issue was the identification of each item in the collections. Due to the nature of
architectural artifacts, generally composed of groups, this proved to be a difficult task. A
single drawing required a different identification than a group of drawings made for the
same project. A small sketch in the sketchbook of an architect might or might not be
considered important enough to be listed as an individual item. An excerpt from the RIBA
Computer Manual reads:
The treatment of sketchbooks depends on their quality and quantity. Ideally,
each page should be numbered and an itemized description of the contents
of each page is given. Alternatively, the pages are numbered and a
representative selection of sketches is made.4
Therefore, to be included in this list an artifact had to have a certain quality. It had to be
uniquely identifiable and worthy of being described.
3This separation took place between 1970 and 1972, when the Drawings and Prints Collection was
moved to an other location (see Chapter 1).
4RIBA Drawings Collection: Computer Cataloguing Manual (unpublished), 1970.
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The RIBA's involvement with an identification and description process was a
result of the characteristics of its architectural collection. When artifacts, but especially
drawings, prints, and architectural models, entered the RIBA collections, they were
identified with single nouns, like sketchbook, perspective, elevation, plan, and model.
However, a list aimed at including and locating all the individual artifacts in the collection
required more specific identification of artifacts. Before the 1970s, drawings were mostly
listed under the name of architects. During the preparation of the new list, the name of the
architect was considered insufficient to locate an artifact in the new organization of the
collections. Usually one architect had more than one drawing in the collection. Moreover,
some of the artifacts had not been executed by architects.
The necessary information about artifacts could be obtained from the short and
precise descriptions associated with them. Precision was required as each description had
to refer to only one item in the collections. Usually these descriptions took the form of
compound nouns or phrases, like South Elevation for a country house in the Gothic
Style, for Sir Henry Biddle or Sir Muirhead Bone's perspective for 55 Broadway, offices
of London.
These single line descriptions appear to act as labels of artifacts. Like labels, they
both describe and identify. Yet in the list prepared at the RIBA collections, these
descriptive titles are the sole means of reference to an individual item. Therefore, unlike
labels, these descriptions are not detachable from artifacts. They are neither transferable
nor reusable. They have to be precise and definite. I suggest to call them 'definite
descriptions'
At the RIBA, although the identification process starts with an analysis of the
artifact, the goal is to achieve a definite or synthetic description. For example in a phrase
like, longitudinal section of the house designed by Sir John Soane in London in 1818, all
134
the information is linked together to produce a 'definite description' which refers only to
one artifact.
In very specific cases architectural artifacts are identified with definite descriptions
which have become almost proper names, such as Le Corbusier's Maison Citrohan,
Maison Dom-Ino, Maison Monol, and Maison Bouteille.5 Le Corbusier's attempt to give
names to his projects could be evaluated as an act of labeling. 6 This activity was not
accidental but purposeful. Le Corbusier gave his projects--represented in either drawings
or models--proper names to designate them as particular objects. 7 This designation
identified those objects as legitimate architectural artifacts.
During the preparation of the list of artifacts in the RIBA collections, artifacts
were given descriptive titles. Each title referred to only one item in the collection and
complete reference was given in relation to a definite description. To be usable, these
descriptions had to be synthesized in a single phrase and with a particular order. With that
description an artifact became accessible to researchers and the public.
As a second step in the indexing process, these definite descriptions were
organized into a list. According to John Harris (the former librarian and the curator of the
RIBA Drawings and Prints Collection), the final list could have adopted either a thematic
or an alphabetical order.8 The idea of listing architectural artifacts in a thematic order was
considered "difficult, time consuming, and irrelevant." In fact, if the idea was to provide
public access to the artifacts, these themes would not necessarily match users' particular
interests. The final decision was to apply an alphabetical method in listing. However,
listing in alphabetical order, a seemingly straightforward method, proved to be a difficult
5Ibid. pg. vi.
6See for example, Reyner Banham, Theory and Design in the First Machine Age, Cambridge, Mass.:
MIT Press, 1983 (reprint of the edition published by the Architectural Press, London, 1960), pg. 221.
7John R. Searle, "Proper Names," Readings in the Philosophy of Language, ed. Jay F. Rosenberg and
Charles Travis, New Jersey: Prentice-Hall, 1971, pp. 212-218.
81nterview with John Harris, London, RIBA, 1993.
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task. The difficulty--which first appeared in practice--was in fact inherent in the nature of
architectural artifacts.
In an alphabetical list the first word determines the location of an artifact. This
initial word of an entry is called the 'keyword.' The practical importance of a keyword is
to determine the location of the description. Moreover, it is the first word which is sought
by the researcher. As stated before, the RIBA collections listed drawings under
architects' names. However, under the names of architects such as Christopher Wren or
William Kent there were hundreds of drawings. Moreover, as stated by Margaret
Richardson,
It is not always easy to decide whether to use the name of an individual or a
corporate name, to use the name of an architect or a draftsman, and the
decision will often be a subjective one.9
A listing by descriptions of buildings was not efficient either; in fact, it was impossible
for those artifacts depicting subjects different from buildings. A listing by physical and
material characteristics would limit access to the drawings.
The librarians at the RIBA sought a terminology which would provide
consistency in the list. Consistency could be achieved with the clear definition of terms
related to architectural artifacts. The decision was first to prepare an institutionally
accepted glossary. During the preparation of this glossary at the RIBA, a number of
bibliographic sources, particularly architectural dictionaries, were consulted. Preparing a
complete list of terms related specifically to architecture was the primary goal of
architectural dictionaries. One of the dictionaries that the RIBA consulted was the
Architectural Publication Society's Dictionary of Architecture (1852-1892). 10
9Interview with Margaret Richardson, former curator at RIBA, recently the director of Sir John Soane's
Museum, London, 1993.
loSome other dictionaries used as key sources were: Russell Sturgis, A Dictionary of Architecture and
Building. Biographical. Historical, and Descriptive, 3 vols., New York: The Macmillan Co., 1901-2;
Josep Gwilt, An Encyclopedia of Architecture (revised by Wyatt Papworth), 8 vols., London: Longmans,
Green, and Co., 1876 (originally published in 1842); A. Lancem, Dictionnaire des architects francais,
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The preparation process of the Dictionary of Architecture epitomizes the problems
faced by the RIBA in describing and locating the material in its collections. 1 For almost
half a century, more than sixty architects were involved in the preparation of the
Dictionary. 12 Not only the definition of architectural terms but also the preparation
process of this dictionary is very telling of the problems faced during the formation of a
consistent terminology at the RIBA. The obstacles to both projects were due to the nature
of the project itself, giving definite descriptions of artifacts and listing them.
A List of Terms for the Use of Architects Only
The Dictionary of Architecture (1852-1892) was first conceived as an encyclopedia by the
Architectural Publication Society in London (1848-1854). This Cyclopedia was to
provide a reference book for practicing architects. The difficulties of preparing a finite list
for a collection of architectural artifacts is highlighted by the experience of the preparation
process of this work. This encyclopedia was not viewed as a revision or expansion of
already existing encyclopedias of architecture. Instead it was envisioned as a completely
new endeavor. Wyatt Ancelicus van Sandy Papworth (1822-1894) devoted himself to the
preparation of this encyclopedia. Papworth, an architect, antiquarian, and promoter of the
RIBA, became known as the founder of the Architecture Publication Society.13 The
preparation process of The Cyclopedia ofArchitecture was the most complicated
Paris, 1872; Charles Bauchal, Nouveau dictionnaire biogmphigue et critique des architects francais, Paris,
1887, and M. Bryan, Dictionary of Painters and Engravers, London, 1893.
11The Dictionary of Architecture, 8 vols., London: Architectural Publication Society, 1852-1892.
12List of the architects in the introductory essay of the third volume of the Dictionary of Architecture,
written by Arthur Cates, entitled as "The Dictionary of Architecture: A Retrospect 1848-1892," dated
April 1892; includes, Charles Barry, George Godwin, Prof. Cockerell, Prof. Donaldson, and Robert Kerr.
13Coming from a family affiliated with architecture for two generations, Papworth had the professional
background to develop his various architectural interests. Trained in his father's office as an architect,
(John B. Papworth, 1775-1847) Wyatt Papworth was interested in architectural history and published two
books: Museums. Libraries. and Picture Galleries, London, 1853 and Renaissance and Italian Styles of
Architecture in Great Britain. London, 1879. He published several articles in the Transactions of the
RIBA. He also produced revised editions of Gwilt's Encyclodia of Architecture (see note 10).
endeavor of Papworth's professional life. Its complexity epitomized not only the variety
of an individual architect's professional concerns but also became the testimony of many
issues related to the status of the architectural artifact itself.
Papworth's initial letter that circulated before the first meeting of the Architectural
Publication Society called for the assistance of architects in the preparation of its first
publication. 14 As a response to this invitation, the leading architects of the day formed a
committee. During the first meeting of this committee, arrangements were made for the
preparation and production of two interdependent publications. The first publication was
entitled Detached Essays and Illustrations.15 It comprised a collection of unpublished
treatises and sketches from the portfolios of the member architects. The second
publication was to be a necessary introduction to the first one. It was called the
"Alphabetical List of the Terms of Art and Science connected with Architecture."16
As the title Detached Essays and Illustrations suggested, each essay in the first
publication was to form a distinct article complemented by illustrations. Restrictions on
the preparation and submission of essays and illustrations stipulated that they were all to
be presented in a "uniform size and type". By doing so, the committee would have
control over the specifications of its collection. The committee was searching for
uniformity in the collected material. This uniformity aimed at a systematic procedure to
expedite the preparation of The Cyclopedia of Architecture. From the very beginning, as
the committee started receiving the first drawings and essays from architects, consistency
in the format of presentation was seen as the only way to hold the material together.17
14RIBA Library, special folder on Papworth family.
15Detached Essays and Illustrations, 4 vols., London: Thomas Richards, 1853.
16This list was published in the introduction of Detached Essays and Illustrations (see note 15), called an
"index" (24 pages). The full title is "List of Terms, applicable to the subjects connected with the art,
proposed to be inserted in a Cyclopedia of Architecture."
17For example, the architects were instructed not to use "wann tints" in their illustrations because "chalk
lithography" was used as a reproduction technique. Detached Essays and Illustrations (see note 15), vol. 2,
1849-50.
In the winter of 1848, when the Publication Society started collecting the essays
and illustrations, Papworth took responsibility for the collection and alphabetical
arrangement of "the terms connected with architecture." The first and major consideration
during the preparation of this "list of terms" was the elimination of repetitions and
contradictions. The second consideration was the "collection of the terms related only to
architecture and to the arts connected therewith". The third and most complex issue was
the development of a consistent format to provide a coherent match of the terms with the
material itself. Evidence of this complexity is seen in entries, such as "arch" and "arcade"
where there were very detailed illustrations but no text to complement them. Or a very
detailed essay on, "Classical Architecture" includes information about building parts
which are repeated in individual entries such as, "Classical Column" or "Classical Arch".
These entries in the dictionary were increasing the complexity of the operation and
jeopardizing the consistency and the uniformity of the material. The long process of
finding corresponding pairs within these two collections, of a term and its visual and
textual material, proceeded in an alternating course of activity.
During the preparation process of the encyclopedia, Papworth received a number
of articles under various titles. Architects also sent him selected illustrations from their
portfolios. In a loose sheet, attached to the first volume of Detached Essays and
Illustrations, Papworth stated that collected illustrations were expected to form the
"graphic portions" of those articles which would have the same title in the encyclopedia.
This statement suggested that there was continuous interaction between not only the
collected essays and architect's drawings but also between the collected material and the
list of names and titles. There were terms in Papworth's list waiting for either a
description or a definition with the aid of selected illustrations and/or essays. And,
according to the material collected, new entries into the list had to be made.
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Although the first part of The Cyclopedia of Architecture was issued in April
1849, the work itself was not completed until 1892. During the first four years of the
publication the committee faced the problem of finding precise titles to assign to the
artifacts. These titles were necessary to organize the collected material into specific
themes. But there was no clear decision regarding the method that would be applied to list
the material. Organizing under building types, styles, or architect's names was
impossible because the quantity of material gathered on each theme was not balanced.
While there was extensive material on churches and classical architecture, there was
hardly anything on residential buildings and baroque architecture. While some architects
submitted more than one drawing, others were not represented at all. Long discussions
took place particularly during the preparation of the first part of the Encyclopedia.18 By
1853 the references (both essays and illustrations) were divided under fifteen themes:
Archaeology, Bibliography, Biography, Botany, Chemistry, Construction, Decoration,
Geology, History, Landscape, Gardening, Ornament, Perspective, Poliography,
Practice, and Theory. Yet there was not enough material to place under these thematic
headings.
After a four year struggle on the complex relationship between the "List of
Architectural Terms" and Detached Essays and Illustrations, the committee of the
Architectural Publication Society decided to reorganize its material in the form of a
dictionary instead of an encyclopedia.19
The Architectural Publication Society calculated, in its fifth year, that if it
had no fair prospect of carrying out efficiently its cherished scheme of an
encyclopedia in many volumes, it could at least produce a dictionary which
should be worthy of the Society, the age, and the art.20
18Letter A-Aachen-Albumen, Detached Essays and Illustrations (see note 15), May 1853.
19
"At the last annual meeting (May 26th, 1853) a resolution was passed, requesting the committee to
commence the "Cyclopedia of Architecture," as a "Dictionary of Explanation and Reference." See
"Architectural Publication Society", The Builder, vol. 11, no. 541, pg. 391.
20
"Dictionary of Architecture," The Builder. vol. 11, no. 568, 1853, pp. 769-70.
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It replaced the thematic division of the encyclopedia by the alphabetical order of the
dictionary. The dictionary did not require a finite collection nor did it require long
descriptive texts, specific themes, or cross-references. This revision of the original
project is revealing not only of the practical but also the conceptual problems lying at the
heart of such an ambitious enterprise.
In a short article published in 1845 in The Builder magazine, Prof. Cockerell, an
architect and scholar, suggested to take the Dictionnaire published by Quatremere de
Quincy in 1832 as an example. According to Cockerell experts (mostly architects in this
case) would take the responsibility of different terms and would produce a "perfect book
upon the art, one man taking one part and one another part, so as to render it of the
highest authority."
After the transformation from an encyclopedia to a dictionary, Papworth himself
looked for a prototype in existing dictionaries. He conceived his work as a "republication
of the works of the fathers of the art, with their commentators, enriched with notes
conveying a condensed view of the discoveries and theories of more recent authors."
Earlier examples that were available for Papworth, such as Peter Nicholson's An
Architectural Dictionary of 1819, claimed to give an account only of "architecture" itself.
However, the entries in the dictionary showed that there was always a struggle to include
or exclude the terms of "other arts and sciences connected with it." Another example
available for Papworth was John Britton's Dictionary of Architecture and Archaeology of
1838. This unfinished project included terms related to both architecture and archeology.
Terms related to these two fields were inseparable for Britton.21 The long title of this
dictionary was the evidence of its demanding subject. While Nicholson's dictionary
21 John Britton, Dictionary of Architecture and Archeology of the Middle Ages: Including words used by
ancient and Modem Authors in treating of Architectural and other Antiquities: With Etymology.
definition. description. and historical elucidation, 2 vols., illustrated by J. Le Keux, London, 1838.
claimed to contain "correct nomenclature and derivations of the terms employed by
architects, builders and workmen," Britton's dictionary indicated in its title that it
included "words used by ancient and modem authors in treating of architectural and other
antiquities with etymology, definition, description, and historical elucidation."
But when it came to this statement's application in a dictionary, Britton faced the
restrictions of the alphabetical format. An alphabetical order did not provide him with the
necessary flexibility to achieve a "historical elucidation" including "words used by ancient
and modem authors". 22 So focusing on a single 'theme' he located his work between a
dictionary and selected notes on Gothic architecture.
Before its transformation into a dictionary, Detached Essays and Illustrations was
also a retrospective study. Its goal was to expand the existing treatises on architecture
with the "contemporary discoveries and theories of more recent authors." After its
transformation from Detached Essays and Illustrations, The Dictionary of Architecture
followed Nicholson's direction to suggest a "contemporary use" and included terms
employed by "practicing architects." This transformation of the goal called for two
different research programs. The first was describing its architectural artifacts conceived
as historical entities and examining their evolution in time.23 The second was an attempt
to abstract these "titles" from history to describe them as purely material properties.
By choosing an alphabetical order and not suggesting any unifying theme, Ih
Dictionary of Architecture tried to eliminate the possibility of favoring one term more than
any other. This approach tried to replace previous attempts by a constructed equivalence
within the terminology. Contrary to Papworth's candid assumption, the time required for
22See a review article published in Spectator. November 17, 1838, on Britton's Dictiona[y of
Architecture and Archaeolog (see note 21).
23For example, the first entry in Detached Essays and Illustrations (see note 15), "ABATTOIR," was
illustrated and described with a long research paper including information on the origins and evolution of
this "building type".
142
the preparation of the dictionary proved that the linking of a title and an architectural
artifact was not such an easy operation.
For almost half a century, each term underwent meticulous revisions to reach its
final form. 24 Besides financial difficulties, the committee faced continuous delays which
arose from the unexpected time occupied in gathering information and its revision and
approval. In addition to these pragmatic considerations, there were more profound
reasons for the delay in its completion. Until this dictionary had reached its final form
with the publication of its last volume, it initiated continuous discussions emerging from
the complex relationship between architectural terms and artifacts. This complexity was
the manifestation of an "underlying ambiguity of architects' territory" in the nineteenth
century. 25 The content of the architectural dictionary tried to include certain categories of
the field operating within the interests of a nineteenth-century architect. The need to
prepare such a terminology was telling of the developing status of architecture as a
profession. The struggle to define terminology was concomitant with the construction of
demarcation lines between 'architects,' and others, such as surveyors, engineers, artists,
and builders.
The Indexing of an Architect's Professional Work
In 1970, when the RIBA's goal was to prepare a complete index of artifacts, the priority
was also the work of architects. 26 The preparation of this list required a systematic
codification of a body of information. Providentially, a computerized system was already
24As an example of this, see the entry "FACADE" in Detached Essays and Illustrations, (see note 15),
vol. 1, 1848-1849. In this volume, the term was described only in illustrations (8 plates). In a loose
sheet attached to the volume published for the year 1849-1950, there was a short description of plates no.
32 and 46. A year later, again on an attached loose sheet, additional information of plates no. 56, 57, and
58 was included. However, the final version of the dictionary entry was very brief and excluded all this
information.
25Andrew Saint, The Image of the Architect New Haven: Yale University Press, 1993.
26RIBA Guide to Cataloguers, London: RIBA, 1970-71.
available for the inventory of art collections.27 RIBA adopted this system and thus had to
answer the question: What are the characteristics of an architectural artifact that
differentiate it from an art object? A computer-based system would allow the researcher to
locate the same artifact by using different keywords. The first rule in the application of
this system was to be consistent about the way in which information was entered into the
list. Once again consistency in terminology was necessary both for the location of
artifacts and for the retrieval of information. Each term used in the identification of
artifacts had to have a specific definition. This definition had to be accepted both by the
institution and by the users of the collection. Since its inceptions, the users of the RIBA
collections were thought to be the practicing architects themselves. The terminology used
in the different functions of the Institution had to be shared by those architects. The
development of a consistent terminology required a new glossary. Thus the involvement
of the RIBA with the preparation of a complete list of items continued after the
introduction of a computer-aided cataloguing system.
The compilers of the Inventory Manual of the same year warned the indexers to
distinguish an architect's work from that of a draftsman, a model maker, or a builder. In
the computer files, the architect's name was "to be completed when dealing with design
drawings or design models only, and not to be used for topographical or measured
drawings, even if they are by an architect."28 The names of the draftsmen, perspective
artists, engravers, and portrait painters were listed under a different section: art.
The second major keyword was defined as the "subject heading" which directly
referred to the content of an artifact. These descriptions were also grouped to distinguish
between design drawings (work of architects) and topographical drawings (work of
artists). However, neither the extensive use of computer nor the categorizations among
27Computers and the History of Art, vol. 2, part 1, 1991, pp. 65-69.
28RIBA Guide to Cataloguers (see note 26), pg. 7.
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the keywords changed the fact that access to artifacts still required a definite description.
For example, to locate an artifacts listed as perspectives of entrance & of loggiaed
courtyard drawn by J.D.M. Harvey, 1952, the researcher would use keywords, such as
J.D.M. Harvey or courtyard. However, it was still necessary to formulate the entire
'definite description' to reach the specific artifact.
Therefore, the goal was still to identify an artifact with a definite description. The
main two keywords were still considered to be the name of the architect and the
description of the subject depicted. The goal of indexing was still to reach an ideal finite
list of artifacts in the collections.
But by the 1970s, there was a radical change in the character of artifacts in the
collections. Collected since 1835, most of the artifacts which were not the works of
contemporary practicing architects had received a new status. Previously used mostly for
practical purposes, these nineteenth-century artifacts had become historical documents.
Therefore, when the RIBA started preparing its new inventory in 1970s, the Drawings
and Prints Collection was no longer a reference only to practicing architects. The RIBA
archives had developed into a retrospective collection. Besides architects who could still
use the collection as a reference for their professional work, historians and scholars
would search for different types of information.
Therefore the goal of preparing an index shifted from simply a guide for
practicing architects to a source for historical and scholarly research. The major outcome
of this change was embedded in the RIBA's conceptualization of architectural artifacts.
The compilers of the new inventory viewed artifacts themselves as the source of
retrospective information. They started documenting major changes in modes of
representation and in techniques and materials used for production of artifacts. Much of
the material in the collections has been there for more than a century. During their long
existence in the institution, they had been restored, relocated, published, and exhibited.
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Every activity in which they figured--exhibitions, publications--was evidence of their
historical existence. 29
The RIBA devoted itself to the procurement and study of these artifacts with a
new interest in their historical value. The artifacts were identified not only with the name
of the architect and the description of the project depicted but also by their formal
characteristics (dimensions, medium, physical condition, representation technique, style,
provenance). Hence, they were conceived as the direct source of their own denomination.
The process of indexing was acting directly upon the collected material itself. In practical
terms, this change can be viewed as a continuity in the increasingly extensive descriptive
information. However, I believe that this change also indicates a change in the RIBA's
conceptualization of architectural artifacts. The additional information about the artifact
itself must be understood as a shift from a descriptive to an analytical approach. With that
shift in the process of identification, artifacts are now defined with their museological
properties which includes both descriptive information about the content and analytical
information about the physical characteristics of architectural artifacts.
From a List to a Pointer
At the Canadian Centre for Architecture (CCA), museological properties--dimension,
scale, medium, technique, provenance, genre--are the main sources of identification for
the artifacts in the collections. Upon entering the collections, each artifact is analyzed, -
measured, described, and identified to be named and listed as an individual object. The
primary identification process begins during the acquisition of artifacts. At the CCA,
29To address the need for standardized art-historical vocabulary and recording practices, there are a number
of new research groups in the United States. They work on new database recording systems. To name a
few: Vocabulary Coordination Group (VCG) adapts and coordinates proper names. Guide for the
Description of Architectural Drawings (ADAG) and the Foundation for Documents of Architecture (FDA)
have developed guidelines for describing architectural drawings and archives. These publications are
prepared in cooperation with the Getty Art History Information Program (AHIP) (1983) in California.
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acquisitions require a committee decision. All decisions regarding acquisition are based
on information collected about an artifact. This information is divided into two groups:
analytical and descriptive. Analytical information is obtained by measuring the object,
recording its shape, technique, and medium. The data includes names unit titles (album,
book, project), smaller unit titles (folio, leaf, page, sheet), date of manufacture
(exposure, print, publication, assembly, revision, commission), technique or medium
(materials used), process (silver print, salted paper print from waxed-paper negative),
dimensions, identifying marks, scale, purpose, point of view (panoramas, aerial views,
bird's-eye views), and finally, type of object (construct documents, building codes,
journals, personal papers, financial records).
However, it is not always possible to locate artifacts solely by their material
qualities. It is not possible to retrieve a specific artifact simply by referring to its physical
characteristics. Descriptive information which is directly connected with the content of an
artifact is considered as supplemental to that given in the analytical information. The idea
is to compose a description of an artifact as clearly and concisely as possible. The use of
terms and the subtleties between them have to be clearly stated. For example, information
determined by material analysis, like copy and reproduction, or content description, such
as theoretical drawings and conceptual drawings, have to be used consistently to avoid
contradictions.
Architectural artifacts with exact physical descriptions can depict completely
different subjects. Analytical information such as a perspective, engraving, or church can
be used to describe the 'salient physical and stylistic characteristics' of the artifact being
identified. Yet, perspective, as a common noun, does not have the property to refer
directly to an artifact. Being designated to any one of a class of perspectives, it would not
be satisfactory for the access to information particular to a specific perspective in the
collections. A detailed analysis becomes crucial when it comes to the recording of an
artifact which does not have a specific name or is otherwise unidentified. For example an
analytical information such as, Pen and brown ink and wash with black chalk on laid
paper, 32.4 x 16.8cm, between ca.1570 and 1600, may refer to more than one artifact. If
the designer or the architect is unknown, as in this case, a description of the content is
necessary to identity the artifact. The complete entry includes the description which is
indispensable to refer to a specific artifact: Designfor the Frame of an Altarpiece.
At the CCA, to be more specific about artifacts, 'subject description' is provided.
Information about the subject depicted in a drawing, model, or photograph is recorded in
special computer files called "free text fields." These "fields" operate as autonomous
entries after the initial list of records is separated into parts. Particular fields, namely
"content narrative," "subject information," and "historical notes," draw attention to
significant aspects of "what an object represents." 30 Content narrative which is not a
physical description identifies an artifact with a subject analysis.
Therefore, information about artifacts cannot avoid being divided into various
fields that focus on either the 'content' or the 'form' of its source. Nicholas Olsberg, the
chief curator at the CCA, argues that there is in fact a clear distinction between the
physical properties of an "object" in the collections and the "subject" that they depict.
Artifacts, such as architectural drawings, models, or photographs are all considered to be
objects in the CCA's collection. Information about dimensions, physical conditions and
material characteristics of these objects can be found in the files related to their formal
aspects. The immediate subject of an architectural drawing, which can be a building or a
piece of furniture, is analyzed to obtain more information about the object.
30For example, the content narrative "Narcon" includes "this is a promotional album offering a selective
overview of the construction, physical facilities and amenities of the Willimantic Linen company at the
time of the newly completed mill no. 4, includes also a panorama of the towns of Willimantic, and
Windham, Connecticut."
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Unlike what we have observed at the RIBA, artifacts added to the CCA
collections do not have definite descriptions. The process of identification at the CCA can
best be understood by following the path that an artifact takes as it enters the institution.
This process also shows the importance of the use of an institutionally shared and
controlled vocabulary at the CCA.
After its accession, the first step for an artifact entering the CCA collections is the
"registration department." There each drawing, model, sketchbook, or print, regardless
of its formal and material characteristics and its final destination within the center,
encounters identical treatment. By means of computer files in "accession records,"
information about each artifact becomes part of a larger database system. The
development of this so-called "automated system" requires that the information collected
regarding a specific artifact be divided into consistent elements for storage, manipulation,
and retrieval. Therefore, the institutionally-shared identification and description system
becomes crucial not only for location of artifacts and storage of information but also for
its further manipulations and retrieval.
During the indexing process, the analytical information about an 'object' or
'group of objects' is recorded with the help of a controlled vocabulary. Controlled
vocabularies provide the consistency necessary for the retrieval of information. As at the
RIBA, activities at the CCA require consistency in the terminology used to refer to
artifacts. 3 1
At the CCA, artifacts are stored in the Library Archives, the Photography
Archives, and the Prints and Drawings Archives. After they acquire a permanent place in
storage, artifacts continue their travel through the different departments of the center.
During the activities of these various departments, such as exhibition, publication, and
research, artifacts temporarily leave their permanent locations. As such, a drawing listed
31The CCA uses a computer-aided terminology control system called "authority control."
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and stored in the Prints and Drawings Archives can be studied or even exhibited in the
library. Or a book kept in the Library Archives can be exhibited with the drawings in the
exhibition halls. Moreover, a photograph listed in the Photography Archives can be
published and relocated in the Library.
The identification of artifacts, therefore, has to be flexible enough to allow them
to function in different locations. A permanent 'acquisition number' provides this
flexibility. An acquisition number at the CCA, such as DR1969: 0016, contains
information about the specific collection that the artifact is located (Drawing Collection in
this case), the year of acquisition (1969), and a sequential number. At the CCA,
acquisition numbers are assigned by the registrar, and they serve to identify artifacts just
after their acquisition. It does not change as the artifact is relocated in different
departments of the center. However, acquisition numbers which function as institutional
tracking of an artifact cannot be used by researchers coming from outside the center. In
other words, it cannot be used as a keyword to locate artifacts because it requires a
specific knowledge which is not directly related to artifacts, such as their acquisition
dates. Thus, after the artifact receives its identification number, it becomes indispensable
to refer to it by a clear and precise description.
When the Cataloguing and Access Committee of the CCA decided to prepare a
glossary, the goal was to have a center-wide terminology. With the aid of a standardized
vocabulary, it appeared possible to indicate individual items in the collections. This
glossary was not to give definite descriptions to artifacts but was to be used as an
analytical tool.
We have already mentioned that the term index is defined in the dictionary as "a
list (as of bibliographical information or citations to a body of literature) arranged usually
in alphabetical order of some specified datum (as author, subject, or keyword)." That
definition was applied to the list prepared at the RIBA collections. An index as a list of
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items gives information about the location of each item. The term index is also defined as
a device which serves as a pointer or an indicator. Rather than describing the artifact or
telling its exact location in the institution, the system used in indexing at the CCA acts as
a pointer. The index serves to point the object in the most direct way possible. Indexing
at the CCA is characterized by the juxtaposition of the various meanings of the term.
The individual fields of information at the CCA's indexing system focus primarily
on the formal aspects of the artifacts. Relocating an artifact and pointing at it--in different
occasions--is easier if it is not limited by its content. However, close examination of the
information fields in indexing shows that it is very hard to maintain the autonomy of
these different fields. Individual fields are not sufficient to describe or define artifacts as
independently-identifiable entities. Thus the indexing process at the CCA tries to relate
these fields to describe the artifact. Grouping names and cross-referring become the two
main operational devices to provide and maintain this aggregation.
The CCA uses single terms to describe the artifacts indexed. 32 In fact, its
vocabulary consists of terms that express single concepts. The single concept may be a
noun (photograph, original) or a proper name (Mart Stam, Budge House, Ilse Bing). The
CCA uses the combination of these terms to achieve more complex headings when
required, such as the original Photo-album of Mart Stam's Budge House, printed and
developed by Ilse Bing.
Cross-reference is the main characteristic which makes the CCA's indexing
system unique. Referring to an entry with information pertinent to another entry becomes
important when terms are as vast in their connections as rational photography and modern
house. Even in an alphabetical order, a heading such as modern house requires a series of
cross-references as it refers to number of other entries. Therefore, the headings of the
32Terminology for Museums (proceedings of an international conference held in Cambridge), Cambridge:
Cambridge University Press, September 1988.
CCA's index are neither proper names nor definite descriptions. The headings indicate an
artifact, but they do not name the artifact. As such the index of artifacts at the CCA not
only puts them in alphabetical order but also indicates relationships.
The One Who, or That Which, Points to Artifacts
The distinction between listing and indexing architectural artifacts can be observed
in the differences between an architectural dictionary and an architectural thesaurus. A
thesaurus does not list architectural terms in an alphabetical order but according to
relationships among them. Providing cross-reference is the major characteristic of a
thesaurus.
When the Cataloguing and Access Committee of the CCA decided to prepare a
Glossary in 1980, the goal was also to achieve an institutionally acceptable
terminology.33 During the preparation of its glossary, the CCA consulted a group of
experts, at the Getty Art History Information Program, which was involved in the
preparation of an Art and Architecture Thesaurus (1979-1989).34 This publication would
address the need for a consistency in art and architectural terms. By making suggestions
and requiring definitions, the CCA participated in the preparation of the Thesaurus.
The Art and Architecture Thesaurus (AAT) was prepared by the Getty Art History
Information Program under the direction of Toni Petersen. From the earliest days of the
project, the advisory group of the AAT accepted the American National Standards
Institute's Guidelines for Thesaurus Structure. Construction and Use as its leading tool
(1974). The definition of a thesaurus given by this institution is "a compilation of words
and phrases showing synonymous, hierarchical, and other relationships and
dependencies, the function of which is to provide a standard vocabulary for information
33An unpublished Glossary prepared by the CCA, Montreal, 1980.
34Art and Architecture Thesaurus, 3 vols., New York: Oxford University Press, 1990.
and retrieval systems". 35 A thesaurus, then, like a dictionary tries to provide a standard
vocabulary. Unlike a dictionary, however, it does not focus on the definitions of terms.
Rather it focuses on their relationships.
The AAT usually assumes the accuracy of an existing definition. But occasionally
it faces the task of identifying concepts and artifacts with its own terms. 36 The need for
definitions of particular terms arises, sometimes, from the demands of specialized
institutions that use the AAT, including libraries, architectural drawing collections,
museums, slide archives, and indexing services. One of the many institutional clients has
been the Canadian Centre for Architecture. The CCA has not only relied on the AAT in its
work but has also been participating in the revision and the expansion of this thesaurus.
The AAT, like the CCA, uses single terms in its indexing. A systematic procedure
of continually grouping single terms or cross-referring to related entries is the purpose of
the Thesaurus. Moreover, its format provides it with the flexibility of an index where
each new entry is placed in relation to the existing vocabulary.
Benefiting from contemporary developments in communication technology, the
AAT is distributed both in a three-volume print addition and an electronic version on
diskette.37 As stated in the introduction to the first volume, its computer adaptability
allows art and architectural terms not only to be defined and supplemented but also
"changed over time." Its advisory committee conceives the Thesaurus as a "living tool to
accommodate changes in the forms of terms through history."
The idea of a process unfolding over time, a once accidental or potential quality of
The Dictionary of Architecture--completed in forty years--is the purpose of the At and
35 American National Standards Institute's Guidelines for Thesaurus Structure. Construction and Use.
1974, pg. 1. Also quoted by Pat Molholt, "The Art and Architecture Thesaurus: A Project Report,"
Visual Resources. vol. 1, no. 2/3, pg. 196.
36The AAT acts as a companion of Library of Congress subjects headings, uses the RILA (International
Repertory of the Literature of Art) and Society of Architectural Historian subject indexes.
37Toni Peterson, "Art and Architectural Thesaurus," Design Book Review, no. 27, Winter 1993.
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Architecture Thesaurus. As observed in Papworth's analytical approach, the preparation
process of The Dictionary of Architecture evolved through a process of defining
architectural expressions. Each definition included an explanation of the expressions that
is used in a certain context. This context, shaped with the time and the location of the
process, came to an absolute state as the dictionary reached its final form. Once it was
published in 1892, in London, the elements of this architectural vocabulary petrified. 38
Architectural concepts, ideas, and materials become absolute entities as they are
'abstracted,' defined, and named in the confined framework of a dictionary. The Art and,
Architectural Thesaurus, on the other hand, is conceived as a changing guide under
continuous revision rather than a finished product, forces the boundaries of this
absoluteness. A continuous state of being in process indicates a transition from achieving
a complete list of architectural terms to preparing a working index.
By being always in process, the Thesaurus can undergo continuous re-evaluation
of its terminology. Every term, by entering or shifting its location within the totality of
this work, potentially calls for the reconsideration of the whole organization. The
philosopher, Charles Sanders Peirce grouped pronouns (he, she, I), demonstratives
(here, there), and tenses (now, then) together under a single label, "indexical signs." 39
Thus the context and the knowledge of the speaker (who points at) is essential in
determining the object and the referent of such words. Peirce called them indexical signs
because
their referent is determined by its existential relation to the sign, a sign, for
Peirce, being anything which represents or signifies an object to an
interpretant (a mind which understand the sign). An act of pointing is an
indexical sign because its object, or referent, is determined by the
38This statement obviously runs the risk of neglecting the changing position of the reader.
39Charles Sanders Peirce's treatment of indexes is contained in Collected Papers of Charles Sanders
Peirce, edited by C. Harthshorne, P. Weiss, and A. W. Burks, Cambridge, Massachusetts, 1931-1952.
For a discussion on indexical signs see, Arthur W. Burks, "Icon, Index, and Symbol," Philosophyand
Phenomenological Research. vol. 9, 1948/49.
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spatiotemporal relation between the index finger used in the act of pointing
and its object. The symbol 'this' is a surrogate for an index finger in an act
of pointing; its referent is determined by the existential relation between
some object and the sign which is uttered or written by the speaker.40
Ideally, terms in a thesaurus are dependent on artifacts to which they refer but
independent of an interpretant. Like indexical signs (he, there, now) it would not matter
who uttered them, where, or when. What these terms denoted is relative to the position of
the users of the Thesaurus. Thus the context and the interest of an institution is essential
in determining the referent of such words.
The changing meaning of architectural terms due to their continuous interpretation
in time has always been a challenge for architectural dictionaries. The new method
suggested by the AAT is to leave its index open-ended. Unlike published dictionaries, its
goal is not to reach an ideal finite list of words used in architectural discourse. The idea is
to leave the Thesaurus always incomplete, always in process.
The only hard-cover copy of Britton's dictionary in the British Architectural
Library in London still remains incomplete. It is this incompleteness that defines this
dictionary's uniqueness. This copy, full of blank pages where it is still possible to trace
the hand-written notes of the author (or the readers), invites continuous modifications,
additions and alterations. As accidentally achieved during the preparation process of The
Dictionary of Architecture and aimed at by the advisory committee of the Art and
Architectural Thesaurus, these blank pages postpone the end product.
The architectural dictionaries of the early nineteenth century, on the other hand,
could not afford such delay because the complete work attempted to answer a demand
coming from practicing architects. The Art and Architecture Thesaurus unlike the
40John R. Searle, "Indexical Signs, Egocentric Particulars, and Token-Reflexive Words," EncyclQpdia of
Philosophy, vol. 6, ed. Paul Edwards, New York: Macmillan, 1967, pp. 151-154.
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nineteenth-century dictionaries, conceives description as an incomplete project. As stated
in the Thesaurus,
...standardization of a body of terms that is as full a representation of an
area or field as possible and responding to patterns of usage and subtleties
of language...Languages develop both by evolution and by
revolution...Word forms and spellings change slowly, but new words and
new meaning for 'old' words appear virtually overnight.41
The advisory committee of the AAT was aware of the fact that, "time, restraints in
resources, and the changeable nature of language" itself prevent a "total
comprehensivness" of an art and architectural terminology. 42 Moreover, dynamics within
the different "fields" of these disciplines define description of artifacts as an incomplete
project dominated by a "drive to meaning" where "meaning is understood as something
still in the process of creation." 43 It suggests a continuous process and allows the
continuation of thinking and interpretation.
An index of "visual works" was prepared as a supplement to the first edition of
the AAT in May 1991. The CCA updated its own copy in August, before the publication
of the supplement. This addition was to organize a new hierarchy of terms for "visual
works."
The Visual Works hierarchy contains descriptors for items that were
originally created for the purpose of communicating meaning primarily
visually and nonverbally, especially those conveying a symbolic or
expressive meaning or an aesthetic experience.
This includes pictorial and sculptural works, as well as those time-based works, such as
performance art. All these fields evolve within and are associated with the visual arts.. But
not architecture. The relation with architectural works could be established by referring to
other hierarchies in the Thesaurus. The 'descriptors' would appear in single nouns like
panorama and painting. Additional descriptions may be formulated by combining the
41[AA (see note 34), p. 24.
42Terms in quotation marks are borrowed from the introduction to the AAI (see note 34).
43Michael Holquist, "The Problem of Unity", Dialogism: Bakhtin and his World, New York: Routledge,
1990, pg. 23, 24.
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nouns, such as panorama paintings. Different combinations are possible by using
descriptors from other hierarchies, like British garden sculptures. These terms listed as in
Borges' "Chinese encyclopedia" refer to certain artifacts as they interrelate with other
fields, such as built environment, furnishing and equipment, and visual and verbal
communication. By providing cross-references, the Art and Architecture Thesaurus is
considered appropriate for a variety of applications within the field of art and architecture.
Rather than the specialization of terms for certain fields, the Thesaurus suggests
continuous interaction among them. The significance of the Art and Architecture
Thesaurus is the combination of art and architecture in its corpus. As a result, the CCA
uses the Thesaurus in indexing books, architectural drawings, photographs,
sketchbooks, and archival materials.
The application of the term artifact to a larger area of interest is manifest in the
CCA's handling of artifacts in its collections. Artifacts extend their subjects beyond
buildings to include various artifactual products of architects. As such, the terms used in
the CCA's indexing process are no longer specific to the profession itself. Rather, they
can be found in the extended borders of the field of architecture.
Complete List vs Working Index
In the nineteenth century, the RIBA Drawings and Prints Collection chose
architects' works as the only subject of its holdings. What was not related to the
architects' practice was to be excluded from its contents. The goal of preparing a
complete list of items was to provide access to the RIBA collections. The primary users
of the collections were practicing architects themselves. The artifacts collected in the
RIBA library served as references in their work. The preparation of a complete list of
collections required a consistent terminology. The search for consistency led to the
specialization of terms used in the different functions of the institution. Sharing an
established terminology was in the interest of architects primarily because they were in
search of a common language for their developing profession. Defining architectural
artifacts with precise descriptions in specialized terms required an expertise, or better, a
connoisseurship.
In 1970, the goal of the RIBA collections was to expand its boundaries and
include the history of individual artifacts as its subject matter. In consequence, the
material preserved in the collections was studied not only by practicing architects but also
scholars of the history of architecture. Therefore, a new list of contents was required to
serve the purposes of both architects and historians. Organized and formatted as a
computer index, this new list provides access to artifacts by different keywords. The
indexing process at the RIBA focuses on the analytical information about the physical
qualities of artifacts. By including descriptive information about the subject depicted, it
tries to achieve definite descriptions. Focusing on the artifact itself, the RIBA collections
run the risk of moving away from architecture. While specialized in architectural
drawings and prints, it resembles more to a museological institution.
The indexing process at the CCA shows a divergent program. To be part of the
collection, an artifact has to come with a description about its production date, the name
of the architect, authenticity and provenance. From the establishment of the Institution the
object of investigation has been the artifact itself. As an artifact enters the CCA, it
becomes a source of information for a group of experts. These experts analyze individual
artifacts for their physical descriptions. As an artifact moves through the departments for
preservation, exhibition, and publication, the information about an artifact continues to
grow.
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In the unpublished "Collections Documentation Guide" of the CCA, the
information that is collected about an artifact is called "value."44 As the information
accumulates, the "value" of an artifact increases. Like a pointer on a scale, an index
serves to indicate a value. Acting like an indicator on a scale, the index locates an artifact.
Moreover as a controlling apparatus, it regulates the relationships between artifacts.
Therefore the individual items in an architectural index do not have fixed positions,
values, and definitions. They are neither proper names nor descriptions. The "value" of
an artifact--and perhaps its identity--changes every time there is a change in the index; and
the same entry in the index has different "values" for different users of the artifact.
A name for a date or place involves indexical signs. We locate them in a
spatiotemporal coordinate system.
Uniqueness of reference can be ensured only through the use of indexical
signs, for although it is possible for there to be two or more events that have
all their properties in common, there could be only one of these events that
stands in a determinate temporal relation to now and a determinate spatial
relation to here.45
Therefore, the index prepared at the CCA indicates artifacts but does not give them a
definite description. It suggests a location and a value relative to the other artifacts in the
collection. According to Stanford Anderson
Every artifact has unforeseen consequences, is open to unforeseen
interpretations. An artifact is always something more (or first other, then
more) than what was intended. 46
In specialized institutions, preparation of an index for architectural artifacts can be
viewed as a collective activity that implies interpretation. The process of indexing reflects
the institutional choices about the conception of artifacts. It has the power to locate them
in space and time. With the consistency in terms used in the preparation of their indexes,
44"The information that is put into a field can be called a value." From the "Collections Documentation Guide,"
CCA: Montreal, 1991, pg. xiii, (unpublished).
45 "Indexical signs" (see note 40), pp. 151.
46Stanford Anderson, "The Presentness of Interpretation and of Artifacts: Towards a History for the
Duration and Change of Artifacts," History in. of. and for Architecture. ed. John E. Hancock, Ohio:
University of Cincinnati, 1980, pg. 50. Although Anderson uses the term artifacts in the context of the
built environment, I use it here to refer to architectural artifacts in the context of specialized institutions.
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these institutions provide a continuity which is a tool that guarantees the transmission of
their legacy. Devoting themselves to the promotion of architectural information, their
attempts foster both a comprehensive and authoritative domain.
The goal of an index can be to achieve a complete list of the works of architects.
Understood as such, at the RIBA it constructs its borders around the field of architecture.
Or, as we observed at the CCA, it can be conceived as a working index of artifacts
produced within an extended field.
In a complete list, the field of interest and the status of the artifact is defined. In a
working index the status of an artifact changes according to its relationship to the
discipline. Defining new terms and appropriating new names, contemporary institutions
are involved with very specific disciplinary and cultural transactions. It is due to this
inclination that they are engaged in the compilation of new definitions and terms as a
process rather than a final product.
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V. CATALOGUING ARTIFACTS:
Classification of Artifacts in Comprehensive Catalogues
In the seventh edition of the inventory of the Bauhaus Archives, six black-and-white
photographs illustrate the exterior of the Bauhaus building at Dessau (b. 1925-26). One of
those photographs has been published in several catalogues and books to illustrate the
building as a school, as an architectural concept, or as an exemplar of the new building
techniques (figure 36).1 Published catalogues on modem architecture and art in general,
and on the Bauhaus School and photography in particular, used this photograph under
different themes and topics. While some of them located this image under the name of
Walter Gropius, the architect of the building along with Adolf Mayer, and the director of
the school, others used it to illustrate the work of the photographer, Lucia Moholy,
whose work was identified with the Bauhaus School, documentary reproduction, and
new realist photography in Germany. 2 The location of this photograph in the catalogue of
the Bauhaus archives, which could be under the entry of photography or the Bauhaus
Building, building documentation or workshops, and Walter Gropius or Lucia Moholy,
implies a relocation specific to its necessary interpretations. Attempts to locate a 1920s
photograph of the Bauhaus School by Lucia Moholy in a catalogue illustrate the internal
approach of an institution to categorize its collection.
In this chapter, I will examine two specific catalogues published by two different
institutions: Architecture and Its Image (1989) published by the Canadian Centre for
1Wulf Herzogenrath, 50 Years Bauhaus, exhibition catalogue, Darmstadt: Bauhaus Archive, 1969, pg.
153, illustration no. 13, captured as "northwest corner of the workshop building, entrance," listed under
Walter Gropius's name. Also in books such as: Christian Norberg-Schulz, Bauhaus Dessau, Rome:
Officina Edizione, 1980, pg. 51: "sotto: l'accesso principale da ovent." Also Bauhaus lo spazio
dell'architua Bari: Edipuglia, 1984, pg. 173, illustration no.123, captured as "Veduta dell'ingresso del
blocco delle aule," (photo by Lucia Moholy, 1926, is indicated).
2Out of many examples, Walter Gropius Bauten und Projekte 1906-1969, exhibition catalogue, Zurich:
Kunstgewerbemuseum, 1971, pg. 49. Gropius himself used this photograph in Walter Gropius,
Bauhausbauten Dessau. Berlin, 1974, pg. 47, abb. 32. Also used in a catalogue prepared by Rolf Sachsse,
Lucia Moholy. Dusseldolf, 1985, pg. 88.
Architecture (CCA) and The Great Drawings (1983) published by the Royal Institute of
British Architects (RIBA).3 Both catalogues were prepared to accompany an exhibition
which gave an overview of the collections of these institutions. As such, they could be
viewed primarily as exhibition catalogues. However, their goal went beyond the sole
recording of the artifacts exhibited. Evidence of this can be found in their full title:
Architecture and Its Image. Four Centuries of Architectural Representation. Works from
the Collection of the Canadian Center for Architecture and The Great Drawings from the
Collection of the Royal Institute of British Architects. As these titles indicate, these
catalogues were specifically about the presentation of the institutions' collections. In this
chapter, I argue that these catalogues illustrate the specific methods of classification
favored by these institutions.
It could be argued that the best way to analyze an institution's classification
method is to look at its complete published catalogue. Yet in the case of the RIBA, the
linear format of its published catalogue does not provide tangible evidence of the way the
institution organizes its collection. Forced upon as a convention, this format precludes
any conducive interpretation. In the case of the CCA, the institution appears to refuse to
prepare a published catalogue.
By contrast, the selected catalogues were prepared from within these institutions
and with a particular point of view. As the products of collaborative efforts and
continuous research, these publications imply an institutional consensus regarding the
classification methods of artifacts. The methods of these catalogues reflect the priorities,
values, and approach of these particular institutions. Therefore, the classification methods
applied in these catalogues are not a given but a construct of the institutions themselves.
3 Architecture and Its Image. Four Centuries of Architectural Representation. Works From the Collection
of the Canadian Centre for Architecture, ed. Eve Blau and Edward Kaufman, Montreal: CCA, 1989..Gat
Drawings from the Collection of the Royal Institute of British Architects ed. Jill Lever and Margaret
Richardson, introduction by John Harris, London: Trefoil Books Ltd., 1983.
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In catalogues in general, such as catalogue raisonn6, exhibition catalogues, and
sale catalogues, architectural artifacts can be classified according to different criteria.
Their size, purpose, locality, medium, technique, producer, or their date of execution can
be the basis for different classification. In addition to this practical reading, there are more
theoretical ways of understanding the methods applied in these catalogues. To give only a
few examples, W. McAllister Johnson observes a difference between the catalogues of
the "temporary" and "permanent" exhibition of collections. According to Johnson, the
momentary quality of a temporary exhibition of a collection calls for a catalogue which
represents artifacts as a reminder of the event itself. A permanent exhibition of a
collection, however, requires a catalogue which allows the continuous re-evaluation of its
archives. 4 Stephen Bann, on the other hand, compares two specific collections to suggest
a semiotic categorization between a late eighteenth century collection and one from the
early nineteenth century. He compares Alexandre Lenoir's Mus6e des Monuments
Francais with Du Sommerard's Mus6e de Cluny.5 Bann reads the characteristics of what
he calls, a "metonymical" arrangement in the former and a "synecdochical" order in the
latter. By using Sir John Soane's Museum (1833) as a case study, Wolfgang Ernst
observes a distinction between "denotative" and "connotative" ways of classifying and
exhibiting artifacts. 6 According to Ernst, the classical artifacts in Soane's collection do
not figure in a denotative way, illustrating the meaning of historical texts beyond
themselves, but rather in a connotative way, visualizing a network of signs of their own
4
"Temporary" versus "permanent" collection catalogues, in W. McAllister Johnson, Art History: Its Use
andAbuse, University of Toronto Press, 1988, pp. 277-304.
5Stephen. The Clothing of Clio. A Study of the Representation of History in Nineteenth-Century Britain
and France., Cambridge: Cambridge University Press, 1984. For the details of his argument, see Chapter
2. See also metonymic, metaphoric, thematic, ironic, tragic methods, as in Georges Teyssot, "Milan
Triannale," Design Book Review, 1989.
6Wolfgang Ernst, "Frames at Work: Museological Inagination and Historical Discourse in Neoclassical
Britain," ArtBulletin, vol. 75, no. 3, September 1993, pp. 481-498.
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coherence, of their own logic. 7 These comparative readings help us interpret the different
cataloguing procedures as antithetical methods.
In preparing Architecture and Its Image , David Friedman tells us, the organizers
of the catalogue "opted to defy chronology and present the collection thematically."8 The
Great Drawings catalogue, on the other hand, was evaluated as having a "chronological
approach" by John Harris, the former curator of the RIBA Drawings Collection. In an
interview, Harris affirmed that the chronological method was thought to be appropriate
particularly for a catalogue which included a variety of material from the sixteenth
through the twentieth century.
Instead of suggesting polarities between different categories, such as temporary
vs permanent, metonymical vs synecdochical, denotative vs connotative, or thematic vs
chronological, I will analyze these two catalogues to illustrate the different processes of
cataloguing. By stressing the importance of the process of cataloguing, the following
discussion shows that there are always overlaps and interdependencies in the
classification of any group of architectural expressions.
In both catalogues, Architecture and Its Image and Great Drawings, the artifacts
were numbered, labeled, and illustrated. The format used for illustrations and labeling
was an outgrowth of the first exhibition manuals and sale catalogues published in the
nineteenth century (figure 37). While the organizers of the Great Drawings catalogue
suggested a continuity, the editors of Architecture and Its Image sought a break with
these former practices. Thus, a close examination of these catalogues assists in
understanding what has been retained and what discarded from the nineteenth-century
precedents of this practice.
7 Ibid., pg. 481.
8David Friedman, "Whose Drawings Are They, Anyway? Architectural Images Outside the Office,"
Progressive Architecture, vol. 71, no. 13, December 1990, pg. 95.
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Various historical studies have used catalogues as collections of documents for
reference and retrieval of historical information. Used that way, catalogues could be
compared to encyclopedias. While suggesting an order for indexing and retrieving
architectural information, catalogues, like encyclopedias or dictionaries, include meanings
of artifacts.9 In an article entitled "Architecture in Museums," Anthony Vidler compared
encyclopedias to architectural museums. According to Vidler, they both try to achieve a
new "space of order." 10 This space of order locates and relates artifacts. By developing
an understanding of interrelations among the artifacts, the process of classification aims at
introducing an order for the constitution of architectural thinking. The connection
between the process of classification and the formation of knowledge, proposed by
Foucault, dwells on this categorical order. Order in Foucault's terms indicates an
epistemological shift that involves the reconstitution of knowledge. 11 In this chapter, I
argue that cataloguing of artifacts is not a definite system but rather a continuous
intellectual process.
Architecture and Its Image and Great Drawings
Architecture and Its Image was published by the Canadian Center for Architecture in
1989 for a traveling exhibition bearing the same name. It covered architectural material
from the last four centuries. The goal of this publication was explained in the following
terms:
9 See, for example, Barry Bergdoll, Eugene-Emmanuel Viollet-le-Duc. The Foundations of Architecture.
Selections from the Dictionnaire raisonn6 New York: George Braziller, 1990.
10 Anthony Vidler, " Architecture in the Museum. Didactic Narratives from Boul6e to Lenoir," ]t
Writings of the Walls. Architectural Theory in the Late Enlightenment Princeton Architectural Press,
1987, pp. 165-173.
1 1Michel Foucault, "Classifying," in The Order of Things. An Archaeology of the Human Sciences,
1970, pp. 132-150. Originally published in French as Les mots et les choses Paris: Editions Gallimard,
1966.
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"Architecture and Its Image" cuts across media, period, and place in order to
give an overview of the CCA collections and to provide insight into the
purposes of a museum and study centre devoted to architecture as well as
into the nature of architectural representation. 12
As stated by Phyllis Lambert, the CCA's director, the editors of the catalogue, who were
also the curators of the exhibition, aimed at constructing series or sets of interrelated
images. These series represented ideas about the 'built world' in general, and
demonstrated the CCA's policies regarding the formation and classification of its
collections in particular. Indeed, the catalogue was introduced with a number of similar
and interrelated propositions.
For the most part architectural representations are not single images but
groups of images...Full significance of architectural imagery can best be
recovered within the serial context of the group...The same image inserted
in different serial contexts relates in entirely different ways to its subjects.13
The "groupings" suggested by this catalogue did not follow a chronological order.
Neither did it suggest grouping according to similarities in style, technique, purpose, or
locality of artifacts. The wall texts in the exhibition which were also published in the
catalogue show that the organizers of Architecture and Its Image sought an alternative
unity for their compilation. The most important manifestation of this unity can be
observed in the general organization of the catalogue.
The catalogue had three parts: the first part included essays, the second was the
catalogue organized as the exhibition, and the last was an alphabetic list of those whose
work was included both in the exhibition and the catalogue. The catalogue was also
divided into three sections: "Architecture in Three Dimensions," "Architecture in Place
and Time," and "Architecture in Process," corresponding to sections in the exhibition.
This tripartite division, which could be viewed as the natural outcome of the exhibition,
12Phyllis Lambert, (see note 3), 1989, foreword.
13Architecture and Its Image, (see note 3), 1989, pp. 13-15. As stated in the catalogue, a view of a
building may belong to a group of the views of the same building, it may belong to a set of views of
many different buildings in a particular place, or it may belong to a collection of images of buildings of
the same type.
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suggested a new unity within the collected material. The three major headings of the
catalogue had subtitles which grouped varieties of artifacts. 14 The goal of referring to
these titles and subtitles is to show that the organizers of Architecture and Its Image tried
to construct a hierarchical structure among the artifacts. 15
The first subtitle in the catalogue included the conventional series of architectural
drawings, namely, section, elevation, and plan. The rest of the catalogue, however,
suggested alternative groupings to challenge this conventional set. The variety of themes
in the subtitles showed there is no single way to classify artifacts. The format of each
entry in the catalogue, however, did not seek an alternative way of representing the
material. Each entry in the catalogue was meticulously numbered, named, described, and
illustrated in a consistent format. This format has been in use since the publication of the
nineteenth century exhibition and sale catalogues. Thus, the organizers' claim for a
rupture in the conventions of cataloguing methods must be sought elsewhere than in the
format.
The second example in this chapter is also used to illustrate the significance of the
artifact's relocation in a catalogue. "The Great Drawings form the Collection of the Royal
Institute of British Architects" was prepared and published by the staff of the RIBA
Drawings and Prints Collections. The material for this catalogue were drawn from the
RIBA collections. like the CCA catalogue, the RIBA prepared this catalogue to
accompany a traveling exhibition and, like the CCA catalogue, it included material from
14The subtitles under the heading, "Architecture in Three Dimensions," were related to different modes of
representation, such as the "orthographic set" (plan, elevation, section). Under the second heading,
"Architecture in Place and Time," there were subtitles such as: "cities in plan and profile" (serial
representations of the city) and "cities in sequence." And finally, the third heading, "Architecture in
Process," was divided into five parts: "multiple proposals" (model designs),"the process of design"
(chronological reconstruction of a design process), "computer-aided design", "competition" (alternative
solutions to the same design problem), and the "exhibition" itself became a subtitle in the catalogue
(public exhibitions).
15Architecture and Its Image. (see note 3), 1989, pg. 13.
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the sixteenth to the twentieth century to represent the wide range of the material in its
collections.
It was also divided into three parts with an introductory essay, the catalogue
itself, and the alphabetic list of those whose work was included. Unlike the CCA
catalogue, however, there was no explanation of the criteria used for the grouping of the
artifacts in the catalogue. In fact, artifacts divided into seventeen parts were listed in a
chronological order. This order was accepted as a given or an already justified way of
ordering artifacts. Each part in the catalogue was entitled by a period, namely: "Late
Medieval and After," "Palladio and Palladianism," "The Baroque in England," "Neo-
Palladianism," "Early Neo-Classicism," "Neo-Classical Fantasies," "Late Neo-
Classicism," "The Picturesque," "Exotic Sources," "The Gothic Revival of the 1830s,"
"Monuments of Commerce 1830s- 1860s," "The Later Gothic Revival," "Domestic-all
sorts, 1850s-1870s," "Eclecticism 1870s-1880s," "The Arts and Crafts Movement," and
finally "The Twentieth Century." Each period was represented with from two to eight
projects. The material collected and classified in the catalogue reflected the priorities and
attitudes of the organizers of the RIBA Drawings and Prints Collection. The catalogue
suggested that artifacts could be situated in fixed historical periods.
Unlike Architecture and Its Image, the classification method of the Great
Drawings catalogue represents the continuity of historical chronology. However, a close
analysis of each entry in the catalogue raises questions about this seemingly conventional
method. Can the relocation of artifacts in catalogues be merely the result of an improved
systematic method of classification? Or is it the result of particular points of view? In
order to explore this question, I compare the classification methods of these two
catalogues in light of their historical precedents. I shall particularly focus on an
institutionalized nineteenth-century exhibition guide, the Architectural Exhibition
168
Catalogue (1849).16 Prepared by the practicing architects of the time, this catalogue was
the outcome of an institutionalized exhibition in London. The classification method and
publication format used in this catalogue is emblematic of the format developed in
nineteenth-century catalogues.
Autonomy of Artifacts and the Architectural Exhibition Catalogue
This annual exhibition started in a small room reserved for architecture at the Royal
Academy of Art in London (1849-1850).17 The organizers of the exhibition and the
participant architects were mostly the members of the Royal Academy of Art,
Architectural Association, and the Royal Institute of British Architects. Along with the
exhibitions, the committee organized series of lectures. The first architectural exhibition
catalogue was published in London in 1849 as a guide to give information about artifacts
during the exhibition.
16This consideration would eventually lead to what Bakhtin called a "responsive understanding."
Responsive understanding is the definition of interpretation in Bakhtin's theory of literature.
Understanding, according to Bakhtin, is a continuous interactive process between the "initial remark"
(speech or utterance) and the "reply" drawn out by it (response). "All true understanding is active and
already represents the embryo of an answer. Only active understanding can apprehend the theme [the
meaning of the utterance]; it is only by means of becoming that becoming can be apprehended. .. All
understanding is dialogical. Understanding is opposed to utterance as one reply is opposed to another
within a dialogue. Understanding is in search of a counter-discourse to the discourse of the utterer." As
quoted in Tzvetan Todorov, Mikhail Bakhtin. The Dialogical Principle, trans. Wlad Godzich, Theory and
History of Literature series, vol. 13, Minneapolis: University of Minnesota Press, 1984, pg. 22.
Originally published in Frencha as Mikhail Bakhtin: le principle dialogigue suivi de Ecrits du Cercle de
Bakhtin. Paris,1981.
17The Royal Academy of Arts in London was founded on 10 December 1768. It was a self-supporting,
self-governing body of artists and architects. It conducted art schools, held exhibitions of the work of the
living artists and organized loan exhibitions of the arts of all periods. For more information about the
Royal Academy exhibitions, see William Sandby, The History of the Royal Academy of Arts, London,
1862. For a selected list of main exhibitions see Sidney C. Hutchison, The History of The Royal
Academy 1768-1968, London, 1968. A list of all works shown in the summer exhibitions from 1769 to
1904 is given in Algernon Graves, The Royal Academy Arts 8 vols. London, 1905-6; and Royal
Academy Exhibitors 1905-1970, 6 vols. Wakefield, 1973-82.
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As the priority of the Royal Academy was art exhibitions, the room provided was
considered insufficient for future architectural displays. 18 The honorary secretaries of the
architectural exhibition committee, James Edmeston and James Fergusson, published an
invitation letter to the architects of the day to submit drawings for a forthcoming third
exhibition. That was the year of the Great Exhibition in London, and an expanded
participation was expected. Fergusson described the artifacts on exhibit as "works
contemplated or in progress, designs submitted in competitions, delineation of existing
buildings, and antiquities, and architectural models." 19 As this description and the title
confirmed, the architectural exhibition was devoted to architecture only.
Although its organizers were affiliated first with the Architectural Association and
later with the Royal Academy, this series of exhibitions aimed at including a larger
participation of practicing architects. By 1852, for the fourth exhibition a new space was
provided by the Polytechnic Institution. 20 The exhibition guide prepared for this event
was divided into three major sections. Each section represented the spatial division of the
rooms provided by the Polytechnic Institution.
The first section of the catalogue was called the "First Room," and contained
drawings of different projects. Each project, whether a lamp or a villa, was represented
by a single drawing during the display. 21 Although the architects were encouraged to
18For the list of the members of committee, honorary secretaries, tresurers, and members, see
Architectural Exhibition Catalogue, London: H. P. Bedell and Co., 1857.
19The invitation letter which was published in the first exhibition catalogue in 1851 warned participants
that this was indeed an "architectural exhibition" and: "desire to see it a correct and creditable exponent of
the progress and status of the art from year to year; regard therefore should be had rather to the intrinsic
interest of designs, than to the subordinated merit of pictorial execution; plans, sections, and other
technical drawings, including such as show merely separate features of buildings, may properly find their
place in this Exhibition."
20The 1852 exhibition was held at the Polytechnic Institution (316 Regent Street). Catalogue was
printed in London: Waterlow and Sons. In 1854 the exhibition space was in the galleries of the Society
of British Artists, Suffolk Street, Pall Mall East. The 1857-58 exhibition took place at the Architectural
Union Company, in Conduit Street. Various architectural organizations, such as the Architectural
Publication Society, the Architectural Photographic Association, the Architectural Association, and the
RIBA, participated in the Conduit Street exhibitions.
21Architectural Exhibition, exhibition catalogue, no. 1, London: Waterlow and Sons, 1852.
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send orthogonal drawings, such as plans, sections, and elevations, there were mostly
perspective drawings and travel sketches. The second section was entitled the "Second
Room," and included student projects from the design class of the Architectural
Association (1850-5 1). In this section there were also architectural books and "literary
works." Regardless of their project affiliation, architectural models were catalogued
together under the title "Screen". The third section was entitled the "Third Room," and
contained a diverse collection of construction materials. 22 The major purpose of this
division in the guide was to help the viewer at the exhibition. One copy left on the table
during the exhibition was open to last-minute corrections and additions. 23 By providing
indexed information about artifacts, this catalogue served a practical purpose. It
eventually became a source of information about the activity and the space of the
exhibition. The different sections in the catalogue explicitly corresponded to the divisions
of the exhibition space.
The Architectural Exhibition Catalogue can be compared with an earlier
nineteenth-century example. In 1816, a catalogue was published on Alexandre Lenoir's
Musde des monuments frangais in Paris just after the demolition of the museum. It was
therefore considered an important source of information about Lenoir's collection. 24
During the first four years of the museum's existence (1791-1795), Lenoir prepared an
inventory of the collection's contents in a chronological order like the layout of the
collection itself. During the existence of the museum, Lenoir's inventory served as a
guide to the public display. The descriptive book published after the demolition of the
museum followed the chronological format and illustrated the content and the location of
the fragments in Lenoir's collection.
22Such as bricks, tiles, glass water pipes, a cast-iron staircase, specimens of imitation wood and marble.
23Architectural Exhibition, exhibition catalogue no. 16, London, 1864.
24 Vues Pittoresques et perspectives des salles du mus6e des monuments frangais, ed. Lavallde, Rdville,
and B. de Roquefort, Paris, 1816.
Analogous to Lenoir's inventory, the Architectural Exhibition Catalogues were
prepared to identify artifacts during the exhibitions. After the event, however, they were
considered sources of detailed information about the organization of exhibition space and
material.
The Architectural Exhibition Catalogue did not include illustrations or descriptions
of artifacts. Although there were no illustrations in the Catalogue, the projects exhibited
were photographed to be used in other publications. A typical catalogue page included
information about the location of the artifact in the exhibition space, its number, and title,
such as
LARGE ROOM
No.
1 Composition of Buildings lately erected at Manchester.......E. WALTERS
2 North-west View of the Manor House erected at Aylesbury, Bucks.....
D.BRANDON
10 Design for a Workhouse for 1200 Paupers. Cost, £20,000........J.T. LEPARD
12 New Public Buildings-Town Hall, Library, Municipal Offices, &c., about to be
erected at Singapore-View of the front towards the Sea. From sketches by J. Fergusson
and J. EDMESTON.
The labels of the artifacts in the exhibition, even the short descriptions following
them, were prepared by the architects themselves with the catalogue in mind.
Participating architects were asked to write a description of the drawings, models, or
photographs and materials for inclusion in the catalogue. Details of further regulations of
the exhibition committee show that the exhibition catalogue actually served the purposes
of participating architects. The rules applied by the Architectural Exhibition Committee
and their expectations of the architects regarding the presentation of exhibited and
catalogued material indicated that the exhibition was not for the benefit of the organization
but of the architects themselves.
The first regulations regarding the labeling and the identification of items
submitted to the committee were published in the exhibition catalogue of 1856-57. That
year for the first time there was also a section on architectural competitions. The
increasing number of participants and projects required regulations on the dimensions and
presentation of the artifacts. When the exhibition committee ran out of space, they omitted
the sections and plans and gave priority to the perspective and elevation drawings.
Artifacts received and not exhibited due to lack of space in the exhibition rooms were also
excluded from the catalogue. Dimensions of exhibited artifacts and the medium used for
the representation of a project determined their location in the exhibition space. Thus the
random appearance of the artifacts in the catalogue was due to the limitations of the space
provided for their exhibition.
This almost haphazard categorization of the artifacts in the catalogue affirmed the
autonomy of artifacts. Autonomy of an artifact can be interpreted as a physical
independence. Or it can be conceived of as a more conceptual process where
independence of an artifact is emphasized by the process of classification itself. Each
project was represented in a single frame in the exhibition. The physical independence of
artifacts was reinforced by this regulation introduced after the publication of the
architectural exhibition catalogue in 1857.
Any number of drawings illustrating one design may be included in one
frame, but when several subjects are collected together such frame or
strainer must not in any case contain more than five feet. 25
Framing an artifact gives it a freedom of mobility within the exhibition space. It also
isolates the artifact from association with other artifacts in the exhibition. Yet, as stated in
the exhibition catalogues, this freedom was always limited by the dimensions of the space
and the frame itself. Thus the autonomy of artifacts could be the outcome of the
limitations of an exhibition space. Moreover, the descriptions of projects in this guide
identified each item independent from the other artifacts on display. These regulations led
to the identification of artifacts as independent entities. Another restriction in the
25Architectural Exhibition exhibition catalogue, no. 8, London, 1857-58.
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exhibition catalogue reinforced artifacts' autonomy. As stated in the 1857-58 catalogue,
"drawings before exhibited in London were inadmissible." Once the drawings were
exhibited, they were considered to be known to the public. Therefore, they could not be
part of another exhibition. Their single existence in the catalogue indicated that these
artifacts did not interact with other material to produce different compositions. They did
not come together to present a theme or a title. 26 By including every artifact only once,
the serial nature of the catalogue did not interfere with their autonomy.
Therefore, the significance of individual architects' works, rather than the
catalogue as a whole, was paramount. The guide was organized as a hand-list for the
recognition of the works of living architects in the immediate presence of the viewer.
After the exhibition, this guide was published as an exhibition catalogue. The publication
of this catalogue was considered a natural outcome of the exhibition. However, a close
examination of the different parts in the catalogue shows that there was another agenda.
The published catalogue served the purposes of practicing architects. As in the
manufacturers' advertisements at the end of the catalogues, this publication was
advertising architects' work to the public. Promoting their skills, the goal of this
catalogue was to make architects publicly known. Autonomy of the artifacts was also the
result of their role in the catalogue as the best representative of a particular architect's
work. Through the representation of artifacts, the goal of these catalogues was to
publicize their producers.
After the 62nd volume in 1931, the format of the architectural exhibition catalogue
changed. In this new format, architects' names were listed alphabetically. This order
suggested a strict bond between the artifacts and questioned their interdependence. The
alphabetical order provided an equal opportunity for publicity. Until this catalogue
26The first monographic exhibition was held at the West Gallery: The E. Welby Pugin collection. See
Architectural Exhibition, exhibition catalogue no. 13, London, 1862.
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adopted an alphabetical order, artifacts were described and numbered following the
spatial division of the exhibition space. In this method, although the descriptions and
numbers were assigned to specific artifacts, the last step had not been taken. The last step
is the choice made for the placement of an artifact in any intellectual, formal, functional,
or aesthetic order.
Beginning with the 62nd volume, the alphabetical order defined a specific
connection between the artifacts in the exhibition catalogue. The use of the alphabet
embodied a conventional way of ordering things. The successive order of letters,
therefore, became the only criterion of the catalogue's classification. Alphabet as a
binding force suggests a systematic organization. This systematic arrangement becomes a
last step, relocating artifacts in a formal order. With the application of this new system,
the catalogues turned artifacts into entities which seek unity by avoiding a particular point
of view.
Architectural Drawings as Commodity
Although architects could sell their drawings after the display, that was not the goal of the
Architectural Exhibition. As indicated above, there were prices in the catalogue, not of the
drawings, but of the estimated cost of the building construction. When the price of an
artifact became additional information in catalogues the significance of the artifacts
changed. This change became evident when the goal of a catalogue was no longer only
the recognition of an architect. The catalogue entry and the classification of each item in
sale catalogues had a different goal from exhibition catalogues. Whether a sale catalogue
included a unit price or not, it declared the market value for an artifact and defined it as a
commodity. The architectural artifact, which was defined as a commodity, could be sold
by private purchase or by public auction.
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When architectural prints, engravings, and drawings were included in the
catalogues of auction houses in Europe in the second half of the eighteenth century, the
major focus of the developing art and antique market was not architecture. Although the
eighteenth century witnessed the rapid growth of the auction house, particularly in
London and Paris, it was not until the second half of the nineteenth century that several
auctioneers and dealers classified architectural prints, drawings, and books as part of
their sale catalogues. 27 Separate sections on architectural books, portfolios, and
occasionally the entire library of an architect were included in these sale catalogues. 28
The sale catalogues mostly included topographical, archeological, and theoretical
representations of architecture. They organized the material not only according to art
historical categories, but also according to the expectations of the buyers.29 Beyond some
historical and scholarly value for archives or schools, architectural artifacts became
commodities.
Listing architectural drawings with paintings, sale catalogues implied strong links
between topographical painting and architectural perspective drawing. Specially the
2 7 As early as 1745, Samuel Baker, a bookseller, founded the auction house which would become known
as Sotheby's in London. Five years later, James Christie made the first attempt which would lead him to
the establishment of his own business in 1766. At that time, there were four major auction houses based
in London which continue their practice today. Bonham's was established in 1793 by William Charles
Bonham and George Jones as a small gallery in Leicester Street. After resigning his post as head clerk to
James Christie, Henry Phillips founded his own auction house in 1797. Brian Learmount, a dealer
himself, wrote A History of the Auction in 1985. The book was published in Great Britain by Barnard &
Learmount. Also see Frank Herrmann, Sotheby's: Portrait of an Auction House, London, 1980; H.C.
Marillier, Christie's 1766-1925, London, 1926; "The Hotel Drouot and Auction Rooms in Paris
Generally, Before and After the French Revolution," The Connoisseur, 1902.
2 8For example Christie's published a catalogue of the "Drawings and Sketches" of the late James West in
1869; see Catalogue of the very interesting and valuable drawings and sketches of that well-known
designer and illuminatory. the late James West London, 1869. Sotheby's had a series of architectural
books and drawings sales and published their catalogues in 1876; see for example, Valuable Books in All
CLsses of Literature including the Architectural & Miscellaneous Library of Thomas Bellamy and
Charles Cramer, or The Library and Collection of Water-Colour Drawings of the late Robert Brown, or
Selection from the Professional Library of Sir M. Digby Wyatt comprising valuable works on
architecture and its ornamentation.
2 9 Neils Von Holst, Creators. Collectors. and Connoisseurs. The Anatomy of Artistic Taste From
Antiquity to the Present Day, London: Thames and Hudson, 1967.
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architectural capriccios and other imaginary visions of classical antiquity were listed and
prized as paintings. Thus, there was no clear distinction between architectural drawings
and paintings in sale catalogues. 30 This lack of distinction created an ambiguity in the
status of architectural drawings which were defmed between art and architectural
artifacts. This ambiguity, however, aided in the definition of architectural artifacts as
commodities in nineteenth-century sale catalogues.
Weinreb Limited, owned by Ben Weinreb who has been one of the sources of the
RIBA Drawings and Prints Collection since the 1950s, published 41 annotated
architectural sale catalogues between 1961 and 1981.31 The goal of these publications
was "to keep libraries, collectors, and students informed of any available material in their
special field of interest." 32 Books, bindings, drawings, manuscripts, and trade
catalogues were listed alphabetically in Weinreb's illustrated catalogues. Enumerated,
named, and prized, each entry in the catalogue included a description and occasionally an
illustration (figure 38).
The overall titles of the catalogues--Architecture Books and Drawings, Public
Building, Twentieth Century Architecture, Exhibitions--were too general to establish a
criterion for the co-existence of roughly one hundred items in a single set. Like the
nineteenth-century exhibition manuals, the format is assumed to define and therefore to
declare the individuality of each item.
30See Frank Jenkins, Architect and Patron, Oxford: Oxford University Press, 1961. See also, Histoy of
the Society of Dilettanti. ed. Sidney Colvin with Lionel Henry Cust, London, 1898; David Watkin,
Athenian Stuar. London, 1982; A.A. Tait, "The Sale of Robert Adam's Drawings," Burlington
Magazine, vol. 120, 1978, pp. 451-454; James Stuart and Nicholas Revett, Antiquities of Athens (1762-
1789); Lesley Lawrence, "Stuart and Revett: Their Literary and Architectural Careers," Joural of the
Warburg and Courtauld Institutes, vol. 2, 1938; and J.Mordaunt Crook, The Greek Revival, London,
1982.
31The Weinreb catalogues: An Annotated Index, includes only the first 32 of these catalogues, published
in London: Paul Breman limited, 1969.
32 Architecture: Books and Drawings, catalogue no. 1, London: Robert Stockwell Ltd., April 1961.
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While declaring each artifact as an autonomous commodity, sale catalogues did
not necessarily seek coherence or a specific relationship among the artifacts. In fact, the
individuality of each artifact served the purpose of the sale catalogue. Independent from
the other items in a catalogue, the same artifact could be part of different catalogues. In
sale catalogues, artifacts are not necessarily considered as dependent members of any
group or set of items. 33 Similarly, particular artifacts may or may not be classified as
architectural in sale catalogues according to the immediate purpose of the
categorization. 34 An architectural artifact, such as a model, could be part of a group of
collector's items, including a typewriter, a gramophone, and a phonograph (figure 39).35
Until the second half of the twentieth century art galleries, such as the Conduit
Street Galleries and dealers in London, continued to include architectural prints,
drawings, and books in their sale catalogues. However, architectural drawings became
part of the collections of architectural departments in specialized galleries, such as the
Gallery Lingard, the Sabin Galleries, the Clarendon Gallery, and Covent Garden
Galleries in England, Galerie Daniel Greiner and Jacques Ficher-Chantal Kiener Gallery
in Paris during the second half of the twentieth century. It was in the late 1970s and early
1980s that these galleries began to devote their entire catalogues to architecture. 36
33A large watercolor by Christopher Wren was exhibited at the Royal Academy in 1838, Whitechapel Art
Gallery in London, under the title "Sir Christopher Wren", in 1982, Barbican Art Gallery in London,
under the title "Getting London in Perspective" and finally in Sotheby's sale catalogue of 23 May 1985 it
was listed under the category of "Botanical and Architectural Drawings and Watercolors." (Also indicated
in the Sotheby's sale catalogue of 1985.) A folio of preliminary drawings for this large watercolor was on
sale year after in Sotheby's, in "Victorian Drawings and Watercolours. Architectural Drawings and
Watercolours," on 22 May 1986.
34For example while a watercolour titled "the entrance to a Continental Church by Samuel Prout," was
listed under "drawings and watercolors" in the catalogue, three landscape views were listed under "British
and Continental Architectural Drawings" in Sotheby's sale catalogue of 24 May 1984.
35Sale Phillps Fine Art Auctioneers, sale catalogue, February 1985.
36For example, Clarendon Gallery held its first exhibition of architectural drawings in December 1981.
Christopher Wood Gallery arranged its first architectural exhibition in 1984. Jeremy Cooper Limited had
its first "Architecture and Decorative Arts exhibition in November 1980. Gallery Lingard was described in
its catalogue of 1984 as "a new gallery dedicated to the proposition that the 19th and 20th centuries saw a
zenith for draughtsmanship in the portrayal of architecture." In a catalogue published in June 1981,
Manspace Gallery was introduced as a "new project providing an outlet for the drawings of the
environmental professions," namely, architecture, engineering, landscape, and design.
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Sharing a market value with painting, the architectural drawing gained its
autonomy to be defined as a commodity for the purpose of trade by private purchase and
sale or by public auction. Regardless of their subject matter, which could be a building or
an archeological site, architectural delineation acquired catalogue values.
When the capriccios and the so-called painterly drawings of the eighteenth century
were re-classified as architectural drawings in sale catalogues of the 1970s their
autonomy was emphasized. As they were relocated in what we may call architectural sale
catalogues, the market value and the definition of these drawings were re-evaluated.
Drawings, engravings, and prints of Giovanni Battista Piranesi (1720-1788), Charles-
Louis Cl6risseau (1721-1820), Joseph Michael Gandy (1771-1843), and Charles Robert
Cockerell (1788-1863) were represented in these catalogues and labeled as architectural
artifacts. Even the descriptive titles of these drawings changed according to their new
location. For example, Cockerell's Idea of a Restoration of the Capitol and Forum of
Rome, from an elevated point between the Palatine Hill and the Temple of Antonine and
Faustina from the existing remains, the authorities of ancient writers, and the descriptions
of Piranesi, Nardini, Venuti and others was exhibited at the Royal Academy in 1819. The
same drawing was retitled as A Tribute to the Architecture ofAncient Rome in the sale
catalogue of Clarendon Gallery in 1987 (figure 40). Cockerell's fantastic drawings,
which were evaluated as the manifestation of his unclassifiable practice by David Watkin
in 1974, were asserted as architectural by Robin Middleton in an introduction to a sale
catalogue. 37 By developing a connoisseurship of architectural drawings, the
37David Watkin, The Life and Work of C.R. Cockerell, London: A. Zwemmer Ltd., 1974. "Cockerell
fits into no category. He is neither wholly Georgian nor wholly Victorian; neither wholly an
archaeologist nor wholly an architect; neither gentleman of leisure nor professional man." (from the
introduction to the book). Sale Catalogue of Clarendon Gallery, after the exhibition of architectural
drawings held at the Shepherd Gallery between October 28-November 21, 1987. Introduction to the
catalogue written by Robin Middleton follows as: "The drawings presented in this catalogue are a medley,
wide ranging in subject matter and from a great many countries. Yet they give evidence of a certain
coherence of aim. It is notable that al those drawings that might be said to have something of visual
seduction, date from mid-eighteenth century onwards. It might be a matter of advancing skills in visual
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contemporary sale catalogues tried to draw a dividing line between artistic and
architectural representation. By using the tools, formats, and methods of the art sale
catalogues, however, they manifested the indecision in the architectural artifact's aesthetic
and historical status.
From Systematic Arrangement to Methodological Classification
Exhibition and sale catalogues were prepared to help the viewer during the display of
artifacts. The Architectural Exhibition Catalogue was representative of this practice. After
the events, catalogues were published for a larger audience. Transformed from an
exhibition guide to a published catalogue they were the advertising tools of practicing
architects.
The 1983 Great Drawings catalogue of the RIBA was also prepared to accompany
an exhibition, but its purpose was neither advertising specific architects nor drawings
themselves. The catalogue was prepared as a comprehensive over view of its collections.
Acting as the intellectual counterpart of the exhibition, it provided a framework to read
artifacts in a thematic context.
The assumption behind the method used in preparation of the Great Drawings
catalogue was that the material exhibited involved some historical and functional
constants. Hence, they could be brought together in a chronological order. At first sight,
the date of production was seen to be the major criterion for the chronological
organization of the material. Divided into different epochs, this organization placed
artifacts in an evolutionary and stylistic developmenL The chronology started with the
earliest, late-fifteenth-century drawing in the RIBA collections. It ended with a twentieth
century drawing which would eventually be part of the collection. This particular choice
representation, but it is probably more than that. Architectural drawings--even those marvelous ones that
survive from the hands of the great Italian Renaissance masters--were largely concerned with the recording
of information that was required to build a house or a palace."
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in ordering led to the interpretation of the exhibition as a whole as an overview of a body
of work.
Conventionally, an exhibition catalogue was considered complete when it
functioned as an inventory of a specific exhibition and included all the items exhibited.
The completeness of a catalogue could also be accomplished by the definition of its
subject matter. As in the case of a monographic exhibition which aims at including all the
works of an architect, or all the wooden architectural models from the eighteenth century,
the professional career of an architect or a representation technique could define the limits
of the material covered in an exhibition catalogue. The totality in the Great Drawings
catalogue was achieved by illustrating different epochs of the past four hundred years by
specific drawings in chronological order. Construction of a chronology can be
understood as a systematic arrangement in categories according to established criteria. By
definition, a systematic classification is "a complex unity formed on many often diverse
parts subject to a common program, or serving a common purpose." 38 A chronological
order suggests a potential totality. However, this orderly working totality differs from
what we will call a methodological cataloging. Methodological cataloging which is also a
systematic procedure is employed in a particular field of interest. Its program is
constructed within the interests of a particular way of viewing, organizing, and giving
significance to a defined subject matter. The organizers of the Great Drawings catalogue
conceived each item in the exhibition as a historical document. Each drawing is believed
to embody historical information regarding the date and the period of its production and
the function of the edifice depicted. The historical significance of an artifact was not
necessarily conditioned by the information gathered from the other artifacts in the
38 The definitions of system and method are borrowed and interpreted from the Webster's Third New
International Dictionay. 1961.
catalogue. Therefore in the Great Drawings catalogue, the format implied that the
drawings could be identified as autonomous entities.
Each drawing was presented in a separate frame in the exhibition and on a
separate page in the catalogue. Each artifact was identified with a number or the name of
the architect, mode of representation (such as a perspective or an elevation), medium
(such as the type of paper or the ink used), dimensions, and finally the provenance.
Moreover, it was identified either by function or by a short description of the project.
75 Sir Giles Gilbert Scott (1880-1960) with James Theodore Halliday (1882-1932)
Design for Battersea Power Station, London c. 1931.
Perspective from the north bank of the Thames, drawn by A. C. Webb (c.1931-c.1945)
Pencil & Watercolour (231/4 x 173/4) (590 x 445)
Provenance: presented by Richard Gilbert Scott (architect son of Sir Giles Gilbert Scott)
in 1974.
A.C. Webb's perspective shows the power station as it was n 1934, when the first half
had been built and with two of its four chimneys. More than any other building of the
1930s, Battersea Power Station was probably the one most associated in the public's
mind with the idea of modernity. But essentially Scott's work of the period followed the
middle way...
In spite these different goals, the drawings represented in the RIBA catalogue
were framed in a nineteenth-century format. The caption, a brief text, and a short
bibliography were part of the entry for each drawing. The text included information about
the drawing, the building depicted, and the architect. Although a close examination of this
systematic arrangement presented some distinctions there was a consistency in the type
and the format of the information given. For example in the first entry the architect of the
building was unknown and the drawing was named after the subject represented, English
late-15th-century master Design for a tower with turretts. Or a detail of a capital from the
Temple of Hadrian, Rome, measured and drawn by Andrea Palladio in the early 1550s
was included in the catalogue to illustrate the text explaining the section called "Palladio
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and Palladianism." The entries recognized the multiauthorship in the execution of
drawings. 39
This identification facilitated the declaration of the autonomy of artifacts. It
implies that the same autonomous artifact could have been placed in different locations
within the catalogue. Every time it became part of a different group, an artifact would
question this autonomy and seek a more complete meaning by straddling different
categories. However, the classification method suggested by the organizers of the
catalogue was based on a particular point of view.
Although divided into autonomous sections, a close examination of the Great
Drawings catalogue shows overlapping areas in these categories. They first break the
linear development of the chronology, then enable the coexistence of different formal and
aesthetic ideas in a single group. For example, a Palladio drawing from the 1550s is
located after a 1625 drawing by John Smythson to foster the continuity between Palladio
and a rather British style of "Palladianism." Thus the formal considerations based on an
architect's work overlap with a specific category of artistic philosophy. Moreover, the
difficulty in locating the beginnings and the ends of artistic periods situated artifacts in
between overlapping styles. For example, the category of the "Neo-Classical Fantasies"
which included drawings from the mid-eighteenth century, stretched its latest limit to
1835 in order to include a "romantic" drawing by Joseph Michael Gandy (1771-1843).
Most probably by accident, the subtitle "Early-Classicism," classified the same drawing
within a different category. This accident occurred due to the complexity of the decision
process which aimed at locating the drawing in a definite category. The "Romantic" genre
of the rendering mode overlapped with the "Neo-Classical" characteristic of the building
depicted in the drawing. This selected collation of "the great drawings" manifested the
39William Gough Howell (1922-1974), John Killick (1924-1972), John Patridge (1924-), and Stanley
Amis, (1924-). "Drawn (as with so many competition drawings) by many hands, the cut and pasted
technique was used as an aid to better photographic reproduction." catalogue entry no. 133.
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still undecided location of the architectural drawing. This undecidability of the artifact
was not only due to the unclear limits of the artistic and architectural modes of
representation but also due to the indefinite categories of styles and formal distinctions
created within architecture itself.
Architecture and the Undecided Status of Its Image
The CCA's 1989 catalogue entitled Architecture and Its Image embodies a variety of
themes and techniques of representation. Besides the diversity of its subject matter and
the variety in modes of representation, certain characteristics of its classification method
make this catalogue significant for our discussion. Instead of foreshadowing a system of
classification or order, the CCA's catalogue aims at being instrumental in an intellectual
process.4 0
The major characteristic differentiating this catalogue from the examples we have
already discussed is its system of classification. The organizers of the catalogue did not
accept any method as a given. In fact, from the very beginning the compilers were
explicit about the reasons behind their selection and organization of the artifacts in the
catalogue. In addition to the explanation of the artifacts contained, this catalogue focuses
on the reasons behind their selection and classification. This self-consciousness
transforms the function of the catalogue. Consequently, the definition of an architectural
artifact changes.
Architecture and Its Image poses the proposition that "for the most part,
architectural imagery can best be recovered within the serial context of the group." This
structuralist model believes that the same image inserted in different serial contexts relates
40
"Communicative production" is a notion discussed in Raymond Williams, "Means of Communication
as Means of Production," Problems in Materialism and Culture, London: Verso Press, 1980, p. 53.
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in entirely different ways to its subject. This proposition emphasizes the arbitrary relation
between the image and the represented object:
...the relationship between image and represented object is not direct, but
mediated by the relationships among the images; and it is these latter
relationships, binding the images together into larger entities, that structure
the subject of the architectural representations as a whole. Whenever this
structure changes--whenever a sequence is altered or an image removed
from its original context and placed in a new one--the significance of the
image, indeed of the representation as a whole also changes. 4 1
With this consciousness, Architecture and Its Image seeks unity within its compilation. 42
This unity suggests an alternative system for classification. Instead of a chronology,
artifacts are selected and classified according to different criteria. This alternative unity,
which displaces chronology, function, or style, allows the organizers of the catalogue to
place an "axonometric projection" by El Lissitzky (1923) next to an "elevation and cut-
away section of an unknown engraver from the seventeen century (figure 41).43 This
freedom of choice is emphasized by the diversity of representation techniques and the
time span covered in the catalogue. Besides the works of contemporary architects, the
CCA catalogue covers material from the last four centuries.
In order to assign an artifact to a category, the classification methods applied in
the examples we have already discussed first declared the artifact's autonomy, then
related it to a procedural activity where it became part of a new organization. The unity in
the CCA catalogue is based on a similar process. The first step is still the declaration of
each artifact as an autonomous entity. Once described and numbered, each item can be
placed in its new location. This process had two options: the artifacts can be relocated in
such a way that the method suggested will be fragmented, temporary, therefore,
4 1Architecture and Its Image, (see note 3), pg. 15.
42The subtitles in the catalogue, such as "a syntax for antiquity" and "a syntax for construction" calls for
a syntactic system and seeks meaning for the artifacts (like a word) in the totality of a group (or
sentence).
43Architecture and Its Image (see note 3), 1989, pg. 180-181.
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suggestive and relativist, or the artifact can be assigned to a new purpose, part of a new
program and evaluated as normative or doctrinaire."
The Architecture and Its Image catalogue suggests some of the many possible
ways of bringing the material together. The organizers of the catalogue try to avoid
imposing an ultimate criteria to compile the material. Yet they cannot avoid suggesting
new norms in classification. The essays in the catalogue warn the reader that this work
should not be considered as a finished product. Rather, it has to be understood as the first
step in a continuous process. The idea of process is important because its continuation
indicates that the product is yet to be achieved and the result of the research is not turned
into action or authority. In order to maintain incompleteness, and therefore a process, a
catalogue has to protect the autonomy of its contents.
The explicit agenda for the CCA catalogue is the evaluation of the CCA collection.
Rather than making the architect's works known to the public, or serving as a directory
for the offices of practicing architects, its main goal is to give a cross-section from the
wide range of representation techniques and modes in the CCA collections. All the
artifacts in the catalogue, including "drawings, water-colors, prints, photographs, maps,
books, journals, documents (written sources), models, film, videotapes, and computer
graphics," show the variety of collected material held at the CCA. Moreover, the meaning
of representation, the importance of the method developed for classification, and finally
the changing definitions of architectural artifacts become the catalogue's subject-matter.
As the compilers of the catalogue systematize the classification of the material, the
relations among artifacts are made explicit. Just to give a few examples from the
catalogue, maps and panoramas (views that look across at the city or slice through it) are
included in the same subcategory called "cities in plan and profile." Their common
"For a discussion on the procedure of collecting and classifying into conceptual "frameworks" of
evolutionary, temporal, and stylistic development see Ernst (see note 6), pg. 481.
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denominator is the attempt made to "grasp the city in a single image, to present it entire."
From a completely different point of view, Joseph Gwilt's color wash, View of the
Medici Chapel, Florence (1816) is classified in the same group with Le Corbusier's
Perspective Sketch of the South Portal, Cathedral of Notre Dame, Chartres (1916). The
medium of representation used is their shared characteristic. A new system can modify
the boundaries of conventional categories to dissolve the conflict among the diverse
characteristics of the collected material. 45 For instance, "Exhibition" itself becomes a
category in the catalogue to include a design for Gate Lodges by Willey Reveley executed
in watercolor, in 1789, a perspective of the interior of a funerary chamber, another
watercolor by Joseph Michael Gandy (between 1800-1815), the 1986 Peter Eisenman
design for the Long Beach Museum in California, tinted and layered adhesive film and
gold spray paint on white museum board, and finally a stereograph of the Northeast
Gallery of Architectural Designs at the International Exhibition of 1862, London. Their
common denominator is being exhibited or somehow related to an exhibition at any time
in their provenance. Thus, for specific, cases different systems are constructed to bring
together material of different interests. These systems use different criteria and thus
"mark different boundaries" to classify in different categories. 46 As stated by Goodman,
alternative resolutions are equally reasonable. Pluralism results. A number
of independently acceptable systems can be constructed, none of which has
a claim to epistemological primacy.47
Although there are three major parts and many subcategories in the catalogue, the
balanced distribution of the quantity of the material and the homogeneity in the format
questions our initial evaluation regarding the structure of the catalogue. None of the titles
claim primacy so, there is no hierarchical order in the catalogue.
45See Chapter VI, appropriation of artifacts.
46 Nelson Goodman and Catherine Z. Elgin, "Rightness of Categories," Reconceptions in Philosophy and
Other Arts and Sciences, Cambridge: Hackett Publishing Company, 1988, pp. 14-19.
4 7 1bid., pg. 24.
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The artifacts in the CCA catalogue are identified by the name of their actual
producer. An artifact can be identified not only by the name of the architect, but also the
draftsman, engraver, photographer, lithographer, computer engineer, or the entire office
of an architect. This not only allows the multiplicity of different systems' coexistence
within the same catalogue but also enlarges the boundaries of the techniques, modes,
media, or styles included.
The continuous shift in the emphasis given to the depiction and the depicted in the
artifact also helps this modification in the classification system. In fact, this shift is
introduced by an initial statement in the catalogue:
The exhibition invites viewers to look not only through these
representations to the objects they depict but also at the representations
themselves and the ways in which they convey information, ideas, and
attitudes about architecture. 48
The complexity of the decision regarding the actual maker of an architectural artifact is
one of the reasons for the diversity of the material included. For example, a three-
dimensional computer model of the dome coffering in the Pantheon produced by a group
of students is identified by the name of the producer of the software program used. This
diversity and consequent complexity is multiplied by the recognition of the pure
representational or aesthetic characteristics of architectural artifacts. Although classified
under the title "architecture," the aesthetic qualities of its image retains the artifact's
'undecidability.'
Cataloguing or Constructing a Dividing Line
The very pragmatic reasons behind the classification of artifacts in the nineteenth-century
exhibition catalogues suggested a randomness in the criteria that held the collected
material together. The system they used in cataloguing sought a specific point of view or
48Architecture and Its Image. (see note 3), 1989, pg. 13.
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a theory to bring and hold the material together but did not accept any as a given. The
contemporary exhibition catalogues, on the other hand, can be interpreted as generators
of new principles. By suggesting an evaluative and progressive method, the Great
Drawings catalogue first declares the autonomy of artifacts then displaces them in a
chronological order. In a sale catalogue the autonomy of an artifact is understood as a
given. For the comprehensive catalogues of specialized institutions, the absolute
independence of an artifact is necessary in order to have flexibility in the organization of
material selected from a larger collection. While sale catalogues require continuity in the
autonomous status of artifacts, contemporary catalogues seek an end to the attempt to fix
the momentary totality of a growing collection.
When the CCA catalogue sought a break from the conventions developed in
institutional catalogues since the nineteenth century, it proposed a flexible system open to
modifications and suitable to diverse material. However, certain characteristics of this
system showed that the CCA catalogue still refers to norms that have been developing
since publication of the first catalogues. The main evidence of this continuity can be
found in the format used for the identification of artifacts. The following example helps
compare the format and content of information in captions of the nineteenth-century
catalogue with the CCA catalogue.
From the 1857 Architectural Exhibition Catalogue no.:
363 ' Photograph from a Group in Plaster;
One of the series of decorations at Hooton Hall;
Executed under the direction of the Architect, J.K. Colling, Esq.
T. Phyffers
From the 1989 Architecture and Its Image catalogue no.:
32.4 The New Palace and Lawn Seen from the Middle Shoin
Mounted gelatin silver print, 16.6x23.7 cm (mount 35.5x27.9)
1953
Inscription: signed in graphite, on mount, recto, Yas Ishimoto
189
Identified by the name of its photographer, the item in the CCA catalogue included a
longer description about the building depicted in the photograph, the architect of the
building, and the photographer.49 This format was not invented but inherited from a
tradition that has been developing since the nineteenth century. Other evidence of
continuity was that the CCA catalogue, like its predecessors, could not tolerate
repetitions. Contrary to its initial suggestion, the same artifact could not receive different
titles in the catalogue, to be part of different categories and generate different meanings.
More evidence was the tripartite division of the catalogue, which helped to maintain
continuity with tradition.
The CCA catalogue was divided into three major parts. The first part included
essays, the second part was the catalogue, and the third was the alphabetical list of those
whose work was included in the catalogue. Despite the systematic organization of the
catalogue, the essays in the first part of Architecture and Its Image show that the
relocation of artifacts in the catalogue cannot be merely the result of a pure logical or
systematic process. As stated by Eve Blau and Edward Kaufman, the editors of the
catalogue, in Architecture and Its Image the organizers attempted to reconstitute the
original serial structure of the group images.50 These original series could be found in
production processes of artifacts. Starting from the standard orthographic set that evolved
in the Renaissance--plan, section, elevation--each essay in the catalogue described an
evolutionary process. An essay on photographs of cities, for instance, presented its
subject as often organized sequentially, bound in volumes or numbered in portfolios.
Another essay discussed travel diaries and sketchbooks as they illustrated their subjects in
49For example, "Yasuhiro Ishimoto's photographs of the Katsura Palace were made in 1953 in
collaboration with the Japanese architect Kenzo Tange, for the publication Katsura: Tradition and
Creation in Japanese Architecture (1960)." Architecture and Its Image (see note 3), 1989, pg. 197.
50Blau, "Patterns of Fact: Photography and the Transformation of the Early Industrial City," Architecture
and Its Image (see note 3), 1989 pp. 36-57.
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sequences of images.5 1 Series of drawings made by an architect during the design
process presents an evolution, a principle of selection and choice. 52 Thus the catalogue
was organized to restore to these serial structures "some measure of their original
integrity, coherence, and significance. Whether the systematic methods of cataloguing
derive from developing computer technologies or archival standards, they cannot
suppress or counteract the working logic of a methodological agenda.
Different parts of the CCA catalogue manifested different characteristics of
systematic and methodological classification in cataloguing. On one hand, it can be
evaluated as a systematic or taxonomic entity since it identified and enumerated, therefore
distinguished and defined. On the other hand, it can be seen as a normative structure
since it presented a point of view. These characteristics were marked by a balanced scale
of values and by a number of criteria.
While the second part of the catalogue suggests a freedom in choice which calls
for formal or aesthetic priorities in cataloging, the essays and the alphabetical index at the
end show the evidences of informative, didactic, and historical interests. Thus, no matter
how conscious an attempt may be and no matter how scientific the method used, any re-
compilation of such material calls for a methodological system. This methodology
organizes the information and establishes its own disciplinary standards of judgment.
These standards will always be institutionally defined, and will always be open to
questions, disputations, affirmations, and reformalizations. Any re-evaluation of such a
collection extends the boundaries of the discipline's discussion.
The methodological approach of the CCA's catalogue suggests that an
architectural collection is a working tool, as is classification, for they both require process
5 1Kaufman, "Architecture and Travel in the Age of British Eclecticism," Architecture and Its Image (see
note 3), 1989, pp. 58-87.
52Architecture and Its Image (see note 3), 1989, pg. 13-14.
rather than single act. As a process, cataloguing continuously displaces artifacts to fix
their meaning as a work of art, architecture, consumption, and/or promotion.
The methodological assumptions of the catalogues we have discussed sought for
completeness in the information they transmitted. The meaning of artifacts, which has
been subject to a continuous change, was not fixed as the time of the artifacts' actual
production. The overriding significance of an artifact in a catalogue is not the
"archaeological or historical value" of the single piece but rather its continuous re-
arrangement and displacement in an institutional or public context.
The classification of a institutional catalogue requires the collaboration of many
individuals. Experts, curators, historians, and technical staff work together to convey
their different interests and knowledge. Similarly, classification of architectural archives
and collections represents consensus among the members of an institution. Therefore,
each catalogue can be understood as a tool for the dissemination of a particular
institution's ideas regarding the field of architecture. How a catalogue classifies indicates
a totality in organization. This totality requires a continuous analysis of architectural
artifacts. This continuous analysis and re-evaluation form different conceptual links--
didactic, formal, aesthetic--between the artifacts. Catalogues are understood as a medium
for the dissemination of the ideas which develop as a result of different interpretations.
Due to these connections and thought, catalogues reflect systematic (taxonomic, didactic)
and methodological (aesthetic, stylistic, historical) concerns. The institutional nature of
these concerns is highly informed by the social and cultural conditions of the discipline.
The complex image that these institutions attempt to draw is the image of the discipline
itself. Within the complexity of this image the systematic and methodological concerns
co-exist. Cataloguing architectural artifacts becomes a process of classifying, thus
constructing dividing lines which in fact never divide.
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VI. INSTITUTIONALIZING ARTIFACTS:
Designating Legal and Moral Rights Over Architectural Artifacts'
The archive of Auguste Perret was deposited at the Centre d'archives d'architecture du
XXe siecle of the Institut Frangais d'Architecture (IFA) in Paris, in 1992. This archive
was previously housed at the Conservatoire National des Arts et Mdtiers, the result of a
donation by Madame Perret in 1959. The material contained in the fonds Perret included
various documents: drawings, sketches, drafts of articles, personal notes, legal
documents, magazines, account books, and correspondence. 2 Although these documents
were already identified with the name of the architect, one particular folder challenged this
designated authorship. This folder, labeled "C. E. Jeanneret," contained more than fifty
letters written by Le Corbusier to Auguste Perret between 1908 and 1923. Signed
Charles Edouard Jeanneret, the letters identified the author who would later be known as
Le Corbusier (figure 42). In addition to the text, these letters also contained sketches
made by Le Corbusier.
According to the convention signed by the Archives Nationales in 1986, the
Centre d'Archives of the IFA had the legal rights to keep these letters in its archives.
Through its affiliation with the Archives Nationales and as an architectural institution, the
Centre d'Archives was the legal possessor of these letters. However, this did not prevent
IThe term "moral right" is a translation from French droit moral. It is in use in American Law since
1991. "In many European countries, and especially in France, the law has long protected artists even
beyond the sale of their works, by what are known as the droit de suite and droit moral. Droit de suite is
the right to share in the profits of future sales of a work; when a work is sold by one collector to another,
the artist gets a portion of the profit made by the seller. Droit moral ("moral right") is the right to control
alterations of the work, the right to prevent its destruction, and the right to tbe acknowledged as its author
if one chooses (or when appropriate to desclaim authorship), sometimes referred to as the "right of
paternity." (pg. 129) "The United States has now enacted a very limited moral right for certain works of
visual art (moral right became effective on June 1991)." (pg. 130) From William S. Strong, Ih1
Copyright Book: A Practicl Guide, Cambridge Mass.: The MIT Press, 1993 (fouth edition, first
published in 1981), pp. 117-142.
2The books owned by Perret did not travel with the rest of the archive and remained in the library of the
Conservatoire National des Arts et Mdtiers.
the Foundation Le Corbusier, established after the death of the architect, from claiming
moral rights over the intellectual content of the letters. 3 As they carried the signature of E.
C. Jeanneret, the intellectual content of the letters could be considered the property of the
Fondation Le Corbusier. The existence of sketches in the letters reinforced the
foundation's claims. Therefore, even if Auguste Perret was the owner of the letters as
material entities, the ideas in the text and in the sketches were considered the work of the
author, Le Corbusier. The designation of legal power and control over these letters was
bound to a decision regarding their ownership and authorship. In other words the issue
of ownership and authorship had to be addressed, and the outcome was determined by
specific circumstances. While the authorship was derived from the signature of the sender
(Le Corbusier), the ownership was derived from the name of the receiver (Auguste
Perret). As a public institution, the IFA has the responsibility to give the public access to
these documents. As a private institution, the Fondation Le Corbusier has the right to
control access to the material. This conflict--which has yet to be resolved--highlights the
problematic status of artifacts in architectural institutions.
The IFA is not the only institution which faces the problem of recognizing moral
rights over the intellectual content of an artifact and claiming legal rights over the material
itself. Contemporary specialized institutions which collect, exhibit, and publish
architectural artifacts have been confronted with the same problem. In the following
study, I shall examine the way two contemporary institutions handle this problem: the
Institut Frangais d'Architecture (FA) in Paris and the Canadian Centre for Architecture
(CCA) in Montreal.
The IFA was established under the jurisdiction of the French Ministere de
l'dquipement, de l'urbanisme et du logement. Moreover, since 1986 it is also governed
3The existence of this correspondence and the debate prompted by this affair was brought to my attention
by Rdjean Legault, who works as a research scholar on the Perret Archives at the Centre d'Archives of the
IFA.
by the regulations of the Archives Nationales. The IFA obtained its legal status according
to the Law of Archives passed in 1979. In its legal transactions and publications, it
respects the French law of copyrights introduced in 1901. The CCA, on the other hand,
is an independent institution. In September 1979, the CCA was incorporated in
accordance with part 2 of the Canada Corporations Act for non-profit corporations. In
January 1984, it was accredited as a public museum by the Canadian Museums
association. The same year, it was granted a legal status by the Department of
Communications, Department of Cultural Property Import and Export Act. It also
recognizes the Access of Information Act and the Privacy Act re-affirmed in the National
Archives of Canada Act of 1987.
Established and governed under the laws of two different countries, the
operational structures of the IFA and the CCA appear to be framed by two different legal
contexts. Yet I believe that the designation of legal rights over architectural artifacts is not
solely conditioned by these external processes. On the contrary, I would argue that this
designation is further challenged by the institutional definition of architectural artifacts.
As a problematic construct, an architectural artifact can resist the straightforward
designation of ownership and authorship. As I will try to show, the legal processes
within architectural institutions are also dependent on their internal conceptualization of
architectural artifacts. In the following section, I will describe the legal context within
which these two institution function. This description will serve as a basis for our
discussion of the way each institution addresses the designation of legal and moral rights
over architectural artifacts.
The Legal Context of Architectural Institutions
The Centre d'archives of the IFA was established in 1986. Before the
establishment of the IFA, architects' archives were either kept in private collections, local
archives, or donated to the national archives of the Archives de France. In October 1986,
with a convention signed between the Archives de France of the Ministry of Culture and
the D6partement de l'Architecture of the Ministry of Architecture and Urbanism, the
Centre d'Archives of the IFA obtained its legal status. This institution's purview
comprises four departments: library, professional education, exhibition, and Histoire et
Archives. The department of Histoire et Archives was expanded in 1986 with the creation
of the Centre d'Archives. Located in its new building on rue de Tolbiac, the Center
developed a program regarding the organization of its archive.
According to the convention signed by the Ministry of Culture, the archives of
architects were to be "deposited" at the IFA by the Archives de France. The term
"deposit" was used in its literal sense and implied that after being "treated" at the IFA, the
archives of architects were to be returned to the Archives de France. The process of
"treatment" was understood as the selection, classification, pre-inventory identification of
artifacts. This treatment process could also include the exhibition and publication of
artifacts. According to the nature and the significance of the archive and the wish of the
donor, the archives of architects could also be returned to local archives in France. Thus
the IFA was defined as an "intermediary center" between the donor and the Archives de
France (figure 43-44).
According to the law of 1979, the IFA itself had the privilege to receive
donations.4 Instead of giving the fonds to the Archives de France, the donations could be
directly made to the IFA. The same law defined different types of donations including
gift, inheritance, transfer, and deposit. In the second article of the same convention, the
IFA was defined as a conservation and treatment center. After their selection,
identification and classification, thefonds were to be submitted to the "scientific" and
4 According to article 10 of law no. 79-18, passed on 3 January 1979. For more information on the legal
status of the institution see, vol. 3 of A.B.C. des Archives d'Architecture, 3 vols., Paris: the Centre
d'Archives of the IFA, 1992.
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"technical" control of the Archives de France. According to the third article, the IFA
could reproduce, publish, exhibit, and film the artifacts to make them public.
Finally, the IFA could advise the Ministry of Culture about the "status of
artifacts." For example, it could suggest the classification of certain material as "historical
archive." It could also collaborate in the preparation of the official files needed for the
protection of this historical material. While most archives were threatened by physical
deterioration, another major threat was deemed to be the international market. The
classification of an architect's private archive as "historical archive" would prevent its
trade to another country.
As the archive expanded from different sources, the IFA confronted with two
specific problems: Who had rights over this material, the architect the donor, the heir, the
IFA, the Ministry of Culture, or the National Archives? Who had the right to represent
(publish, exhibit) this material? And more importantly, were there different types of
rights involved? To address these issues, Gilles Ragot, the director of the Centre
d'Archives of the IFA, organized a two-day roundtable discussion which took place at
the Center on the 11th and 12th of March 1991.
During the meeting, the discussion focused on a large spectrum of legal issues
related to the general law of ownership. It also addressed the issues specific to
architectural practice, such as the ownership right of an architect, a draftsman, or an
engineer, over an architectural drawing. The discussants were specialists in legal issues
and in the management of copyright societies, archives, and educational institutions. 5
These experts focused on two elementary but fundamental notions: the legal and moral
rights over artifacts.
5Participants of the roundtable discussion were M. Michel Huet, a doctor of law; M. Arnaud Ramibre de
Fortanier, the Inspecteur G6ndral des Archives de France; M. Michel Qudtin, the chief conservator of the
photography archives of the Archives Nationales; Maitre Bernard Jouanneau, the legal counsel of the
S.P.A.D.E.M; Maurice Culot in charge of the department of the Archives et Histoire and Gilles Ragot in
charge of the Centre d'Archives.
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The question of legal and moral rights is rooted in the recognition of the right of a
creator over his artistic production. 6 In France, this recognition was first given legal
status shortly after the Revolution with a special law called droits d'auteur.7 According to
this law, architecture was considered as a "cultural product" and protected under the same
rubric as painting, cartography, and music. According to Molly Nesbit, this law
recognized the dualistic conception of moral and legal rights over the so-called "cultural
forms of labor." 8 Therefore, from the eighteenth century onwards, the French law
established the distinction between ownership and authorship. As Nesbit explains,
In law, the term author did not and does not carry with it a mark of
supreme distinction, nor did it designate a particular profession, like poet.
It was only meant to distinguish a particular kind of labor from another,
the cultural from the industrial...According to the law, the privileged,
cultural form of labor exhibited certain qualities. First, it took shape only
in the certified media. Second, its privilege was justified by the presence
of a human intelligence, imagination, and labor that were legible in the
work, meaning that such work was seen, a little more crudely, to contain
the reflection of the author's personality. The cultural forms of labor
could, conversely, be identified from the material used and by the imprint
of the author's personality which would follow from working in this
material. 9
Ownership over the material implied the corporeal properties of the product, and this
corporeal property was inseparable from the production of "the spirit of the work," a
spirit which was thought to be transferred from the personality of the maker. In the mid
nineteenth century, developments in printing technology and industrial production
introduced a new dimension to property rights. New ownership rights and legislation
questioned the links between corporeal properties and the spirit of the work. Molly
Nesbit gives "technical drawing" as an example to discuss this issue. The technical
6See for example, Rosalind E. Krauss The Originality of the Avant-Garde and the Other Modernist
Myths, Cambridge, MA: MIT Press, 1985; Bernard Edelman, Ownership of the Image: Elements for a
Marxist Theory of Law. London: Routledge and Kegan Paul, 1979.
7 A.B.C. des Archives d'Architecture, (see note 3), pp. 10-18.
8Molly Nesbit, "What was an Author?," Yale French Studies, no. 73, 1987, pp. 229-257.
91bid. pg. 234.
drawing participated in the process of industrial manufacturing and yet it did not
necessarily reflect the personality of its producer. In France, the result of this unique
quality in the legal authorization of drawings was the declaration of the law on design in
1806 and patent in 1844. These legal measures were expanded with the passing of the
Copyright law in 1901. The purpose of the law was to define the rights of reproduction
of artistic works. As such, it brought further specification to the rights of ownership and
authorship.
In France, "cultural products" can be sold, donated, or inherited. Moreover, the
representation and reproduction rights of these products can also be ceded or sold. When
an item is deposited to the archives of the IFA, this item becomes the legal property of the
institution. As such, the IFA gains the ownership rights over the material. According to
the French Law of copyrights (1901), however, the material ownership does not give the
owner the right of representation. The IFA can preserve and classify the artifacts in its
collections. Yet it cannot freely reproduce or publish them without addressing the
problem of copyrights. Even after receiving the right of reproduction, the IFA has the
responsibility to protect the moral rights of the source of the material. In other words, in
its publications and reproductions, the institution has to give credit to the author of the
work. Therefore, the designation of moral rights requires the recognition of authorship
over artifacts.
The IFA is compelled to protect the rights of both the source of the artifact
(architect, sender, donor, maker) and the receiving institution. The roundtable
discussions at the Centre d'Archive of the IFA focused on the specific character of
architectural artifacts. These discussions revolved around the problematic rights, both
legal and moral, attached to the institutional status of architectural artifacts. In light of
these discussions, the IFA proposed the formulation of a standard contract (figure 45).
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The goal of this contract was to help clarify the status of the different rights related to the
institutionalization of artifacts.
This contract was found necessary to protect the rights of the owner and the
maker of the material, and of the receiving institution. The first problem was to establish
a link between artifacts and their makers. The second was related to the institution's
activities, such as publication and reproduction. While preparing a standard contract to be
signed by both donors and the institution, the Centre d'Archive of the IFA referred to
examples collected from other francophone countries. In the end, the contract prepared
for the donation of artifacts included six separate articles. Article one recognized the
names of the donor and the architect. In the language of this contract, this article declares
the archive of an architect to be the property of the institution. According to this first
article, the IFA becomes the legal owner of the material. Within the framework of the
convention signed with the Archives de France, the IFA may keep the deposited material
and the ownership rights within its archives; or it may transfer both the material and the
ownership to the Archives de France. With the first article in the contract, the IFA assures
the conservation of the material. The second article authorizes the IFA to use the material
in its archives for the purposes of exhibition, publication, and reproduction. For the
publications prepared or co-edited by the IFA, the donors would renounce their
copyrights. In other words, the IFA neither buys nor pays copyrights. When other
editors, publishers, museums, and individuals reproduce or represent the material in the
IFA archives, they are responsible to pay the copyrights to the individual or the institution
which holds the droit d'auteurs. The third article in the contract makes it clear that the IFA
cannot sell, rent, or disperse the archives. With the rights gained from the Archives
Nationale, the IFA can select and destruct the material but not give it away.
At the Canadian Centre for Architecture in Montreal (CCA), the designation of
legal rights over architectural artifacts follows a different procedure. The CCA is a
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collection-based enterprise. Before it transformed into a public institution, the CCA was a
private collection. As any private collector, Phyllis Lambert had the freedom to select,
preserve, classify, or eliminate the artifacts in her collection within the constraints of the
laws and rules governing such enterprise. The public accessibility of these works
depended on her initiative. When she decided to turn her private collection into a public
institution, Lambert established a board of directors which commissioned a report to
investigate the various types of affiliation for a new architectural collection in Montreal.
The four possibilities envisioned were the affiliation with a university or a museum on the
one hand, or the creation of a new government institution, or an independent body of
trustees on the other hand. The option to form an independent body of trustees was
accepted by the CCA board of Directors at its first meeting in September 1979.
As an independent non-profit institution, the CCA defined its own responsibilities
and principles. The CCA has the freedom to buy and sell artifacts. Yet since it was
recognized by the government as a cultural institution, it can not operate in a complete
isolation. It expands its collection with international acquisitions and has no direct power
over the legal designation of an artifact as part of the national heritage of Canada. The
CCA is not the only institution which collects and preserves architectural artifacts in the
country. The National Archive which was founded in 1872 also holds architectural
drawings, models, photographs, and supporting textual documentation in its archives.
Similar to the national archives of France, it has been the repository and custodian of
architectural material. Although architectural drawings and photographs are not subject to
a special legal regulation in the national archives, they are recognized as historic
documents.
In 1970, the distinction of authorship and ownership rights over architectural
photographs, drawings, correspondence, accounts, and other related sources, became the
subject of a special National Archives Program in Canada. According to a new plan, the
National Archives of Canada and the Architectural Archives Advisory Committee of the
Royal Architectural Institute agreed on establishing and maintaining the National
Architectural Archives Program. Under this program, the National Archive collects
architectural documents of "national significance" from private owners. The national
significance of an artifact is measured with its representative qualities which illustrates the
development of architecture in Canada. The goal is to document the work of Canadian
architects, record architectural achievements and contribute to the architectural heritage of
Canada.
Although the CCA respects the national status of artifacts, it does not function as
a national archive. It is recognized by the National Archive of Canada, yet it does not
directly function within the legal framework of their program. In contrast to the national
archives, the CCA is not obliged to accept donations. It has the legal capacity to receive
or reject any material donated to its archives. Moreover, it is not compelled to preserve
the format and unity of the donated or acquired archive. Both the CCA and the national
institutions are confronted with the issue of legal and moral rights attached to artifacts.
However, the status of the CCA allows the handling of this task by means of a
comprehensive procedure. During the acquisition process of an artifact, the CCA also
buys its copyrights. As such, the institution obtains the rights of publication, exhibition
and reproduction.
The simultaneous acquisition of artifacts and of their representation rights re-
focuses the attention to internal institutional procedures. The legal transactions related to
the acquisition of an artifact includes detailed information about its provenance. The term
provenance refers to the chronological history of the ownership of individual items in the
acquired material. Moreover, the actual producer (draftsman, modelmaker, photographer)
of the artifacts are recorded in these transactions. This information is required for the
designation of authorship to the material. At the CCA, assigning the authorship of an
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architectural artifact to an individual or an institution requires a search for the actual
source of the material . In contrast to legal ownership and copyrights, the recognition of
authorship implies an institutional decision. In its publications and exhibitions, the CCA
chooses to give credit to architects, producers, and donors. To do so, it makes a
distinction between the intellectual content and the material qualities of an artifact.
However, it does not consider one being more important than the other. Hence the CCA
displaces the problem of legal and moral status of architectural artifacts in an institutional
context.
The different operational structures of the IFA and the CCA led to contrasting
approaches to the legal question. While the IFA constitutes its archives by means of
donation and endowment, the CCA builds its archives by means of acquisition. Like the
IFA, the CCA gained the right to conserve and classify the items in its collections. But
unlike the IFA, the CCA does not have to accept all the material given or donated to the
institution. It makes its own decisions about acquisition and becomes the permanent
owner of the material. Hence, the CCA evolves in a different legal context and
framework.
In different countries different laws and legislation frame the legal operation of
specialized architectural institutions. Yet external conditions are not sufficient to explain
the varying construction of the legal status of artifacts. International Confederation of
Architectural Museums (ICAM), was established in 1979 to address the legal issues of
ownership and representation rights of architectural artifacts. Both the IFA and the CCA
are the members of (ICAM). A charter was prepared by the ICAM to set the rules of
international acquisitions. This charter was recognized by an international group of
institutions. Although each country has its own set of laws, the role of the charter is
defined as to bring the debate to an international level. The need for internationally
accepted rules was explained in a proposal prepared by ICAM members,
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A new market in architectural drawings and archives has developed
recently with consequences for the work of those involved in serious
historical research. Furthermore, dealers will often encourage competition
between several museums.
To counter these practices, ICAM must set up a charter that will establish
ways of keeping collections together and observing the market. The
charter would not concern contemporary architectural drawings produced
for sale. 10
This charter specifically focused on the acquisition of architectural artifacts conceived as
historical documents. According to its rules, members of ICAM would concentrate on
gathering historical documents in their respective countries or regions. If approached by
dealers from other countries or regions, the institution solicited would have to inform the
related ICAM member. Operating as a gentlemen's agreement rather than a legal power,
the ICAM charter manifests the common interest of specialized institutions in protecting
their rights to acquire artifacts and to keep their copyrights. What brings these institutions
together in an international organization is their common interest in the collection,
preservation, exhibition, and publication of architectural artifacts. ICAM functions with
the basic assumption that all these institutions conceive artifacts as historical documents.
The short anecdote about the clarification of legal and moral rights over the
correspondence between two architects showed that the designation of the institutional
status of an artifact is a problematic issue. The distinction between the designation of
ownership and authorship at the IFA and legal and moral rights at the CCA derives from
the nature and structure of their institutional configuration. Yet the legal processes within
architectural institutions are also dependent on their internal conceptualization of
architectural artifacts. By virtue of their complex nature, architectural artifacts often resist
clear authorship. As I will try to show, this question of authorship challenges the clear
designation of moral rights.
10
"Proposal. Charter for the acquisition of architectural documents," Helsinki: ICAM, 1979
(unpublished).
204
The Complex Status of Architectural Artifacts
The recognition of the complex nature of architectural artifacts is not a recent
phenomenon. As one of the earliest known modes of architectural representation,
architectural models prove a long tradition of resistance to clearly defined authorship.
Models are usually made by specialized modelmakers. Thus architectural models can be
identified either with the name of the modelmaker or the name of the architect.
Architectural models have been collected and exhibited since the eighteenth century.1I
For example, in 1806, the Cassas collection of 76 models was open to the public under
the name: Galerie d'Architecture rue de Seine (figure 46).12 Both during the exhibition
and in the published inventory of the collection, neither the architects of the projects
depicted in the models nor the modelmakers were credited. After the exhibition, these
models came to be known as the Cassas Collection. Although J.G. Legrand had the idea
of transforming this exhibition of architectural models into the permanent collection for an
architectural museum, this never happened, and after the exhibition these models became
the property of the Ecole des Beaux-Arts in 1808.13 At the turn of the century these
models had been distributed among various institutions. As stated by Dominic Poulot,
these architectural models which had never become part of an architectural museum
finally created "ideal museum rooms" in the academies. 14 Perhaps the modelmakers who
11 See, Monique Mosser, "Models of French Architecture in the Age of Enlightenment," Daidalos, vol.
2, 1981.
12See Henri Boucher, "Louis-Frangois Cassas," Gazette des Beaux-Arts, no. 2, 1926, pp. 27-53 and 209-
230.
13Louis Hautecoeur, "Pour un Musde d'Architecture," L'Architecture, vol. 36, no. 9, 1923, pp. 119-120.
14Jean-Pierre Fouquet, "Architectural Models: The Birth of the Museum of Architecture," Lotus
International. no. 35, 1982, pp. 32-35. See also, "Museum of Architectural Models," a letter from Henry
Walker Benson to the editor of the Building (North Shields, January 17, 1848). Benson developed a plan
to establish a museum of architectural models.
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worked for Cassas would not remain unknown until today if Legrand had succeeded in
placing them in a museum.
Awareness of the significance of the name of a modelmaker did not have to wait
for another century however. When Sir John Soane bought twenty models from Edward
Cresy, he had confidence in the name of the model maker, Jean-Pierre Fouquet (1752-
1829).15 Fouquet was commissioned by Cassas and contributed to the exhibition. The
name of a professional model maker was a supplementary source of information for
private architectural collectors. The celebrity of a model maker indicated an authority
regarding the precision of the work, its aesthetic quality and durability. After the
transformation of Soane's private collection into an architectural museum, these models
were identified and described in the legal and security reports as part of Soane's
collection (figure 47-48). One of the reasons for researching the provenance of each
model was the completion of these records. When Cassas commissioned the models of
the monuments of antiquity, his purpose was to use them as documents representing the
time and place of their production.
Genevieve Cuisset suggested the connection between the eighteenth and
nineteenth-century collectors and this uncredited modelmaker. 16 She situated the work of
Fouquet and his son Frangois in an architectural and/or historical context.The subject of
Cuisset's research was the model of the Pantheon in Rome, the model of the Mouseion of
Halicarnasus, and the model of the temple of Vesta at Tivoli which are kept in Sir John
Soane's Museum. Therefore, the subject was no longer the monuments--the Pantheon,
the temple, the mausoleum--themselves. The focus of the researchers had shifted from
15When Soane bought 20 models made at Fouquet's atelier in 1834, he already had Legrand's catalogue in
his library.
16Genevitve Cuisset, "Jean-Pierre et Frangois Fouquet, Artistes Modeleurs," Gazette des Beaux-Arts, vol.
115, 1990, pp. 227-240.
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the edifices to their models. The maker was not the designer of the monument but the
builder of the architectural model.
Architectural drawings also resist identification with the name of a single
individual. 17 An architectural drawing can be executed by a draftsman, a student or a
technical expert and yet signed by an architect. Architectural drawings are usually
identified by the signature of the architect. 18 However, this signature is not always
appropriately applied to the maker of the drawing.19 In recent years, diversity in
architectural drafting techniques and varying levels of expertise of the technicians and
renderers required a reevaluation in the attribution of authorship. The contemporary legal
problem regarding authorship can best be understood in light of historical precedents.
At the end of the nineteenth century, not only the rights of a draftsman but also
the control and legal power of emerging professional organizations were of concerns to
architects. For example, John Wyatt Papworth, an architect practicing in London, wrote
an article on this subject in 1894, entitled "The Ownership of Drawings Made for and by
an Architect." 20 In this article, Papworth argued that an architect's drawing had the nature
of a "written document," and was invested "with all the qualities of a letter, as soon as it
had received the architect's signature." He continued, saying
a letter is a document which, by means of words, attempts to supply to the
reader some information from the writer; until delivery, it is held to be the
17 The first issues of The Builder Magazine and RIBA Transactions include many examples of the search
for the producer of architectural drawings. The following examples are just a few of them. "The
copyrights of William Burges's drawings. Lockwood & Mawson won a competition where Burges had a
hand in the design and was forced publicly to deny it." Arciic, vol. 4, December 1869. Also, "Right of
Arbitrators to Copy Plans Entrusted to them," Building, Feb. 24, 1849, letter to the editor from B.
Albano.
18 See for example, James Smith Pierce, "Architectural Drawings and the Intent of the Architect," At
Journal, no. 27, Fall 1967, pg. 48; and James Ackerman, "Architectural Practice in the Italian
Renaissance," Journal of the Society of Architectural Historians, vol. 13, no. 3, October 1954, pg. 8.
19Francesco Dal Co, "In Consideration of Time," Anyne. no.1 ed. Cynthia C. Davidson, New York:
Rizzoli, 1991, pp. 112-120. See also Edward kaufman, "Architecture and Travel in the Age of British
Eclecticism," Architecture and Its Image. Four Centuries of Architectural Representation, Montreal:
CCA, 1989, pp. 58-85.
20 RIBA Journal. vol. 1, 1894.
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absolute property of the writer... But the work of architect varies in
character and modes of representation, therefore, an architect puts his
signature on various works that each needs a clarification in definition.
By recognizing the documentary qualities of architectural drawings, Papworth
emphasizes the importance of the definition of architectural drawings for the purpose of
legal authority. According to Papworth, a letter represents the ideas of its writer;
therefore, it is the absolute property of the writer until its delivery. As we have seen in the
case of Le Corbusier's correspondence, even after their delivery, the property rights of
letters remain a point of debate. Papworth claims that the lines drawn on paper represents
the ideas of architects, and therefore, should be considered as their property.
Not only the lines drawn on paper can represent the ideas of an architect, but
sometimes the paper itself is considered as the source of attribution. As stated by
Papworth, the "Articles of Pupilage" dictate that the pupil who decided to work with a
master was to provide all instruments and materials except paper. The paper was
provided by the architect himself because it was considered to be his property; therefore,
the drawings made on this paper would be the architect's property. The further questions
raised were related to the reproduction and publication of these drawings. The
establishment of new architectural institutions, such as the RIBA, demanded the
reevaluation of copyrights. For instance, whose property were the competition and prize
drawings? Would the architect be able to protect his authority over his drawings after
submitting them to a competition? Or would the drawings be legally in possession of the
organizers, if not legally their absolute property?
Designation of legal authority is determined by a large spectrum of facts ranging
from the ideas of an architect drawn on paper to the material rights over the paper itself.
Claiming legal authority over architectural artifacts implies the existence of a specific
owner or an author as a creator or producer. The 1853 issue of The Builder magazine
was devoted to this problem. It addressed the economic causes behind the identification
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of authorship.21 The title of the article is self-explanatory: "Charging for Modeling
without Designs." The article examines a specific authorship problem involving drawings
of cornice molds in England. The problem was brought to the attention of the Marylebone
County Court in the fall of 1853. The decision of the court was phrased as, "unless
ornament makers had to make moulds from (architectural) drawings it was not customary
to charge for modeling." Yet, the editors of The Builder magazine were not content with
the decision and presented a hypothetical situation where an architect makes a design for a
mold of a cast ornament. The question raised by the editors was: Should an architect be
paid for every cast made out of his drawing? What would prevent an ornament maker
using this very same drawing to produce new casts for the construction of other
buildings?
Today with the establishment and reorganization of specialized institutions in
architecture, the difficulty of defining the provenance and the copyright owners of
contemporary and historic architectural material is again an issue.22 Central to this
concern is the changes the relations between architects and institutions in charge of the
consecration and preservation of their artifacts. The major reasons of these changes are
the interest in the public representation of architectural artifacts, their increasing market
value, and the emergence of new representation techniques. The use of different material
in modelmaking, such as metals, glass, and light, or different media such as film and
computer animation introduces complications in the identification of the actual producer.
An axonometric model produced by computer animation techniques requires a change in
2 1The Builder, vol. 11, no. 533, April 23, 1853, p. 267.
2 2When computer technology was introduced to architecture, it was conceived as a replacement for
existing representation practices. Oliver Witte wrote several articles in Architecture magazine related to
this assumption, see, for example, "How Architects are using #D CADD: They are Experimenting with
Modeling and Rendering," Architecture,-vol. 78, September 1989, pp. 125-128, or "Hardware and
Communicating Architectural Ideas, Architecture, vol. 77, December 1988, pp. 129-132. See also Robert
Bruegmann, "The Pencil and the Electric Sketchboard: Architectural Representation and the Computer,"
Architecture and Its Image. Montreal: CCA, 1989, pp. 139-155. Also see William J. Mitchell,
Comnuter-Aided Architectural Design, New York: Van Nostrand Reinhold, 1979.
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the conceptualization of legal and moral rights. With the introduction of computer
outputs, all the physical traces left on an artifact are marginalized and lose their
significance. Watermarks, types of ink, pens, or paper used for the production of
artifacts which are used to trace the location of a drawing, a study of the development of
architectural representation technique or draftsmanship, working methods of the
architects in the past become irrelevant. 23 Instead of the physical marks, it is the legal
agreements between software companies, architectural offices, computer engineers and
architects that become important for gathering information about the maker and owner of
artifacts. This information includes all the commercial agencies previously known to be
responsible for the transfer of an artifact's ownership. In fact, the significance of
knowing who the actual producer of an architectural model is also changed. The
designation of authorship over an architectural model becomes important not only during
its acquisition, but also its preservation and exhibition.
Assigning the authorship of an architectural artifact to an individual or an
institution requires a search for the actual source of the material. This inquiry tries to
establish links between the artifact and its maker. The question of the value of author and
authorship has been a central issue in French literary criticism during the last thirty years.
In 1968, Roland Barthes published his seminal essay announcing "The Death of the
Author." In this essay, Barthes revised the status of an author as the absolute source of
authority in a literary work.24 A year later, Michel Foucault published his essay: "What is
an Author?" 25 According to Gayatri Spivak, Foucault's question has been construed by
23Peter Collins, "Origins of Graph Paper as an Influence on Architectural Design," Journal of SAH, vol.
21, 1962, pp. 159-162.24 Roland Barthes, "The Death of the Author," Image-Music-Text ed. Stephen Heath, New York: Hill
and Wang, 1977, pp. 142-148. Originally published in French as "La mort de l'auteur," Mantdia. no. 5,
1968.
2 5Michel Foucault's "What is an Author?" Language. Counter-Memory. Practice, ed. Donald F.
Bouchardwas, Ithaca: Cornell University Press, 1977. Originally published in French in Bulletin dele
socidt6 frangaise de philosophie, vol. 63, no. 3, 1969.
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most readers as a rhetorical question to be answered in the negative. 26 By interpreting the
notion of author as being "deceased" or departed, literary critics recognized the identity of
particular works independent of their producer. 27 This critical apprehension of the author
and authorship has been most significant for art criticism.
But a question remains: is this uncertainty regarding the status of the author in art
and literature pertinent to architecture? Does the definition and description of an
architectural artifact call for a specific resolution of authorship within the architectural
discipline itself? Answers to these questions must be sought in the legal and moral
procedures of specialized architectural institutions.
The Institutionalization of Architectural Artifacts
At the Institut Franeais d'Architecture, a signed contract with the donor gives the
institution legal responsibility and rights to treat artifacts. To be treated in the institution,
the individual items included in an archive must be identified in the contract. This
identification requires the preparation of an inventory.
As a first step, the IFA first receives the archive of the professional activities of an
architect and then identifies the group of artifacts preserved in the boxes, bundles, rolls,
portfolios, and albums. This inventory which gives information about the physical
condition of each item in the donated material provides a control over any alterations
made during restoration and reproduction. The identification of each item is important for
its future recognition. It also prevents the institution from giving, selling, or dispersing.
26Gayatri Spivak, "Reading the Satanic Verses," What is an Author?, ed. Maurice Biriotti and Nicola
Miller, New York: Manchester University Press, 1993, pg. 105.
27David Saunders and Ian Hunter, "Lessons from the 'Literary': How to Historicize Authorship," Critical
Inquirv, vol. 17, no. 3, Spring 1991, pp. 497-509. See also, Pamela 0. Long, "Invention, Authorship,
'Intellectual Property,' and the Origin of Patents: Notes Toward a Conceptual History," Technology and
Culture, vol. 32, no. 4, October 1991, pp. 846-884: Leila W. Kinney "Structuralism and Post-
Structuralism," unpublished seminar notes, Spring 1991, M.I.T.
During the preparation of this inventory, and following the treatment of artifacts,
the IFA focuses on the intellectual content of artifacts. The treatment of a particular
artifact, such as a photograph, can help explain-the institution's priorities. When the IFA
received the Perret Archive, the material included hundreds of black and white
photographic prints of Perret's executed projects. Most of these photographs were taken
by Chevojon, a well known French photography studio. Chevojon was commissioned
by Perret to document his work as well as his competition projects. Most of Perret's
architectural works came to be know through these photographs reproduced in various
publications.
During the preparation of the inventory of the Perret Archive, these photographic
prints were identified with the name of the architect, and were indexed according to the
building they depicted. The name of the photographer is known, yet the emphasis is
placed on the project depicted. This conception of authorship has a direct impact on the
representation of the architect's work. In most of the publications prepared either by the
IFA or other publishers, the photographic material is associated with Perret. By focusing
on the intellectual content of architectural artifacts, the IFA describes a work with an
already established authority, the name of an architect. With that conception, the rights of
the maker or producer are not problematized, postponing the discussion on the
problematic status of architectural artifacts. Thus the authorship is treated as an inherent
quality of the artifact at the Centre d'Archive of the IFA.
The Canadian Centre for Architecture, on the other hand, recognizes the dual
nature of architectural artifacts. Drawings, models, and other items in the collections--
toys, maps, photographs--are identified according to the information provided both by
the artifact and the edifice depicted in it. With this recognition, the CCA defines an
institutionalization process which conceives of artifacts as evidence for artistic value and
sources of architectural knowledge.
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At the CCA, the legal transactions include all the necessary information for the
acquisition of an artifact. Not only the intellectual content of an artifact but also its
physical qualities are the focus of the CCA's attention. For the CCA, the descriptions of
artifacts in legal transactions cannot be viewed merely as "secondary" or "purely
functional" information. 28 These descriptions not only give necessary information about
the artifacts but also associate them with specific names, dates, and locations. They
further classify architectural artifacts according to their mode, technique, and medium of
representation.
These descriptions include also the provenance of artifacts. At first sight, the
history of the previous owners of a recent artifact seems to be easier to reconstruct than
the provenance of a sixteenth century drawing. However, when the identification of an
artifact is governed, not by the "personality" of the maker or the designer but by the
historical development of particular cultural and legal practices, the CCA faces legal and
logistical problems. These problems challenge the conventional assumption that the
provenance of contemporary material is easier to identify. 29
The legal transaction and public representation of any artifact in the CCA
collections require an 'authorization' process. Authorization is here understood as a
process of identifying the owner and the producer of an architectural work. The different
dimensions of this process can best be understood with an example. In 1984, the CCA
acquired the photo-album of Ilse Bing, a German-born photographer. The album
28See Philippe Hamon, "Rhetorical Status of the Description," Yale French Studies, no. 61, 1981,
pp. 1-27. The descriptions of artifacts in legal transactions resist an understanding which defines them
simply as "an addition to what has been seen or missing as an illustration." The "resistance of description
towards marginality (what is outside the frame)" is manifested with the altemative relationships and
signification it suggests. The description of an artifact in a legal transactions seek for a permanency. After
the acquisition of an artifact, the legal restrictions regarding the preservation, restoration, and publication
of artifacts call for a fixed description of an artifact. This description has to have the capacity to function
away from the artifact it refers to. By this capacity the description of an artifact becomes important to
legitimize authenticity or originality.
29This thesis is adapted from the criticism of the "birth of the author in terms of the formation of (social,
historical) subject," developed by Saunders and Hunter (see note 23), pp. 497-509.
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contained the photographs of Budge House (BudgeHeim) designed by Mart Stam in
Frankfurt am Main in 1930. In the legal transactions (invoice, contract, copyright) and the
inventory of photography archives, the executor of the document was identified as Ilse
Bing. The title of the document was "Budge-Heim, Frankfurt Main." The full title was
"Germany, Frankfurt Main: BudgeHeim views of the old person's housing complex,
designed by Mart Stam." The "Display Date" of the document corresponds to the date of
the negatives were taken. The display date could also refer to the date of commission,
print or publication. Thus this date could change according to the purpose of display. The
description of the document and bibliographical notes included information about
individual photographs in the album. Records on the content of these photographs was
considered as secondary information.
Ilse Bing did all these photographs for Mart Stam. During the execution of these
photographs, the architect was at the site supervising the photographer. Ilse Bing printed
and developed all the photographs, then cut and mounted them into an album. Two copies
of this album were made, one for Ilse Bing and one for Mart Stam. The CCA acquired the
photographer's copy. Each photograph in the album was identified individually. Besides
the physical descriptions and bibliographical notes, additional information were required
to distinguish between a particular photograph and others with similar or identical
descriptions. This additional information can be found in the file entitled "historical
notes." Historical notes provide information about the historical significance of the
subject of the photograph. In this case the subject is the Budge House. A statement in the
CCA catalogue guide indicates that any historic or bibliographic information should relate
directly to the artifact. As stated in the guide, "this information does not have to be
comprehensive in its representation of the discipline of architectural history as a whole."
In other words, the descriptive record for an architectural subject should record the stage
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of a building reflected in the documents held, not its entire history. 30 In the example of
Ilse Bing photographs, the historical notes included information about the execution and
reproduction of the photographs. Additional information was given about the subject of
the photograph. However, this information was limited to the moment when the
photograph was taken. The changes in the Budge House, its site, the client, the function
of the building before or after the execution of the photograph was not included.
This selective historical information reflects the scope and the concentration of the
CCA collections. By focusing only on a specific time span which is defined by the
artifact, historical notes assume the possibility of fixing historical existence of an edifice
to a certain time and space. In other words, the historical evolution of an edifice is
assumed to be framed by the moment depicted in the artifact. Thus it is not the subject of
a photograph which is considered to be the actual source of historical information.
Therefore, the legal responsibility of the institution is to the photographer not to the
architect. The copyright of these specific photographs of the Budge House album was
bought from the photographer not from the architect. The CCA gives credit to the
architect in the public appearance of these photographs. Despite the fact that the
photographer owns the legal rights over these artifacts, the moral rights of the architect
over the intellectual content of the photographs are recognized and protected by the CCA.
At the Canadian Centre for Architecture, the designation of legal and moral rights
over architectural artifacts is highly informed by the Center's conceptualization of
architectural drawings, models, photographs, and textual material. An institution's
capacity to assign a legal status to artifacts is important because it affects the perception of
the architectural artifact.
3 0Collections Documentation Guide Montreal: CCA, unpublished, 1991.
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The description of a work with an already established identity (name of an
architect, of the edifice depicted) is different from the process which explicitly addresses
the problem of authorship. While the process of authorization can be interpreted as the
legal attribution of artifacts at the IFA, it can be interpreted as a process of discovery and
modification at the CCA. For the CCA, the question of authorship is intimately linked
with the process of description. As stated by Philippe Hamon,
To describe, then, is to describe for; it is a textual praxis, both coded and
aimed, opening onto concrete, practical activities (pedagogical, military;
drawing up lists, taking inventory of a stock, archives); or else it is
working between texts (re-writing, rhetorical models, the description of
paintings or figurative works of art). 3 1
The CCA has the capacity to appropriate any recorded information as being architectural
regardless of the medium in which it is executed. It can appropriate a letter, a photograph,
a map, or a toy as an architectural document. The definition of a letter written for the
purpose of communication between two architects changes when it becomes the property
of an institution. This transformation assigns information to different purposes. 32
Conceived in those terms, a letter can be a historical document of an event, an analytical
tool to understand the interaction between two architects; or it can be detached from its
historical and cultural context and valued for its aesthetic properties. 33 These
appropriations of a recorded message to new purposes have the capacity to assign to a
letter the meaning of a historical document, a legal report, or an aesthetic object.
31Hamon (see note 24), pg. 1.
3 2Richard Read's reading of the correspondence between a writer, Andrian Stokes, and an art historian,
E.H. Gombrich, can be given as a recent example. Read's article was entitled: "Art Criticism vs Art
History: The Letters and Works of Andrian Stokes and E.H. Gombrich," Art History vol. 16, no. 4,
December 1993, pp. 499-540. Read's argument is based on the assumption that to examine these letters
is to "reconstruct" the authors' ideological formations and to investigate their influence upon each other's
work. Although he starts with a hesitation described in his words as " to isolate relations of two key
figures risks an oversimplified psychological approach that tends to occlude wider institutional conflicts."
33See, for example, Svetlana Alpers's discussion of the representation of letters in "Looking at Words:
The Representation of Texts in Dutch Art," in The Art of Describing: Dutch Art in the Seventeenth
Century, Chicago: University of Chicago Press, 1983, pp. 169-221.
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In the Canadian Center for Architecture, designation of authorship is understood
as an activity of appropriation of artifacts to the recognized principles or accepted
standards and rules of the institution. To authorize is to appropriate an artifact, an
appropriation which fulfills institutional goals.
When certain types of artifacts do not conform to the standards or principles
established by the institution, they can be modified and appropriated by the CCA.
According to the perception of the Center, either the intellectual content or the physical
qualities of an artifact becomes more important. In legal transactions new categories, such
as "theoretical, fantastic, or visionary" drawings are introduced. The physical qualities of
these artifacts are considered more important than their content. This separation is
established by an institutional approach towards architectural artifacts.
While excluding architectural models from its collections, the CCA acquires
computer generated images situated between architectural drawings and models. A lack of
precedents, as in the case of the authorship of computer drawings, and the international
nature of computer network systems require the re-evaluation of the legal ownership,
authorship, and copyrights. However, a computer output does not require different
applications of legal transactions at the CCA. As a consequence of its own working
policies, the Center includes these computer-generated images in its collections. Labeled
as "axonometric model," "model of section through axonometric," "computer model,"
"wire-frame model," "plane polygon surface model," "curved surface model," or "solid
model," these two-dimensional renderings are conceived as examples of a new genre
(figure 49). The attribution of the word model to these renderings grants them a
conventional status where they can be defined as architectural artifacts.34 It is the use of
this conventional term which facilitates their appropriation at the CCA.
34This attribution also recalls the conventional categorizations of architectural models. See
"Arkiteckturmodell," in Reallexikon zur deutschen Kunstgeschichte, 1936, pp. 918-39. For example, in
the catalogue of Soane's architectural model collection, John Wilton-Ely classifies these models in two
217
Appropriation at the CCA equally acts upon the designation of 'original' and
'copy'. These notions are directly connected with the problem of authorship. It may seem
that the introduction of new terms like, 'hard copy,' and 'original software' require the
reevaluation of notions such as original architectural drawing or a copy. When computer
generated images are acquired at the CCA, they are described and identified as any other
artifact in the collection. This undifferentiated description is the means for their
appropriation at the CCA.
This institutional appropriation of artifacts also enables the CCA to assign
authorship to anonymous works. In the process of their institutionalization, anonymous
photographs, models, drawings, and written sources have to be linked with a place or a
time of production. At the CCA, this link recognizes two alternative connections with
different places and times. It can either focus on the content of the artifact or on the
artifact itself. Finally, the process of appropriation acts upon the designation of
authenticity. For example, if the CCA acquires an architectural drawing thinking that it is
executed by a particular architect, and later discovers that the drawing is not made by this
architect, the artifact can still be authenticated. The CCA can seek the evidence of
authenticity either in the subject matter or the production of the artifact itself. At the CCA,
authenticity is conceived as a quality which is not inherent in artifacts but construed by
the authority of the institution.
large groups "general or comprehensive models" and "those which isolate specific aspects of a complete
design." John Wilton-Ely, "The Architectural Models of Sir John Soane: A Catalogue" in Architectural
History: Journal of the Society of Architectural Historians of Great Britain, vol. 12, 1969, pp. 5-38. See
also The Architect's Vision, 1965. Within the short introductory essay these two categories were broken
down into more specific titles such as clay, wooden, or plaster models, notional models, ornamental
studies, scale models, structural studies, spatial and lighting studies, complex studies, and models relating
to historic architecture.
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The Power of a Specialized Institution
The identification of the producer of a work is not sufficient to determine the legal
status of architectural artifacts. Institutionalization of artifacts requires their attribution to a
legal authority. The institutionalization process gives the control of the legal authority
over artifacts to a specific institution. Since its establishment, the Centre d'Archives of
the IFA has been defined as a depository for the preservation of artifacts. But perhaps
more importantly, with the convention signed in 1986, the founders of the IFA identified
this institution as a "treatment center." With this tripartite convention, the IFA was
defined as an "intermediary treatment center" between the architects, heirs, and donors of
artifacts and the Archives de France. Besides regular preservation, the "treatment" is, in
fact, a process of analysis and interpretation. By these means, artifacts are
institutionalized to be made accessible to the public.
At the IFA, the end product of the treatment process is called diffusion et mise en
valeur, which can be understood as the diffusion and the promotion of architectural
artifacts. 35 During the conservation process, physical conditions of architectural artifacts
are improved. With the preparation of the inventory and publications, intellectual contents
of artifacts are made accessible. Thus the idea of promotion is related to the institutional
status of architectural artifacts. With this new status, specialized institutions have the
power to frame the artifacts and control their perception. At the IFA, designation of moral
and legal rights is understood as a process of shifting the status of artifacts to an
institutionalized context.
35The process diffusion et mise en value is not unconcerned with the market value of an architectural
artifact. For example, recently the heirs of the Jourdain family in France sold Frantz Jourdain's archive to
the Getty Foundation in California. But the archive was stopped at the airport by the customs officers. A
report was prepared by a group of experts from the Archives Nationales, Gill Ragot, the director of the
Centre d'Archives of IFA claimed "national patrimony" rights over the material, and the transaction was
aborted.
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As an architectural institution, the IFA combines the cultural interests of the
Archives Nationales with the professional interest of the Ministere de l'6quipement, de
l'urbanisme et du logement. As such, it mediates between a professional and a scholarly
institution. Although the IFA was defined as an "intermediary institution." which implied
a temporary authority, it gains a permanent authority from its status both as a professional
and an educational institution.
Both the IFA and the CCA work to establish rules regarding the ownership and
the authorship of architectural artifacts. It is in the application of these rules that lies the
power of specialized architectural institutions. Specialized institutions do not only legalize
the architectural artifacts, but also manipulate their perception. An institution like the CCA
which works with the scholarly knowledge of architectural historians have the authority
to direct the researchers to work on already selected and identified material from their
collections. With that authority, it has the power to induce new procedures which
redefine architectural artifacts. The IFA defines already authorized architectural artifacts in
architects' archives, shifting their status to an institutional context. The CCA appropriates
the material in its collection and extends the limits of the definition of architectural artifact.
As such, both the IFA and the CCA impose an institutional authority over architectural
artifacts.
In his book titled Orientalism, Said questions the notion of authority,
There is nothing mysterious or natural about authority. It is formed,
irradiated, disseminated; it is instrumental, it is persuasive; it has status, it
establishes canons of taste and value, and from traditions, perceptions and
judgments it forms, transmits, reproduces. Above all, authority can, indeed
must, be analyzed. 36
In Said's view, institutionalized authority is open to criticism. It establishes "canons of
taste and value." Even if its is shared by a whole culture or accepted by a single
36Edward Said, Orientalism, London: Routledge & Kegan Paul, 1978, pp. 19-20.
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discipline, it cannot operate as the ultimate "source of knowledge" over a cultural practice
or a discipline. 37 It can operate as one of many sources of knowledge, like tradition,
experience, or intuition. Therefore, architecture as a discipline cannot accept a single
institution's competence as its ultimate source of authority. Yet, it must rely on
specialized institutions as agencies which develops ideas, traditions, aesthetic concerns,
or conventions. These institutions are both the result and the evidence of a continuous
thinking process within the discipline.
37
"Sources of Knowledge" as it is discussed in Yehuda Elkana, "Images of Knowledge," A Programmatic
Attempt at an Anthropology of Knowledg.e, "Sources of knowledge can be sense-experience,
ratiocination, revelation, authority, tradition, analogy, competence, originality, novelty, beauty, and
many others," pg. 54.
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CONCLUSION
To be brief, then, let us say that history, in its traditional form, undertook
to 'memorize' the monuments of the past, transform them into documents,
and lend speech to those traces which, in themselves, are often not verbal,
or which say in silence something other than what they actually say; in our
time, history is that which transforms documents into monuments. 1
Michel Foucault
Michel Foucault conceives history, in its traditional form, as a practice that reads the
monuments of the past, transforming them into documents. Ever since history as a
discipline has existed, he contends, "documents have been used, questioned, and have
given rise to questions." But in our time, Foucault affirms, "history aspires to the
condition of archeology," transforming documents into monuments. 2 In this passage,
Foucault questions the changing status of the sources of historical interpretations, of the
'archive'. I believe this critical reading can be used as an analogy to understand the
changing status of architectural artifacts in specialized institutions.
Architectural artifacts are traditionally conceived as documents which are
collected, preserved, exhibited in specialized architectural institutions. At the Royal
Institute of British Architects' Heinz Gallery, the Canadian Center for Architecture, the
Centre d'Architecture of the Institut Frangais d'Architecture, and the Deutsches
Architekturmuseum, artifacts are preserved to become available for the scrutiny of
historians. As such, architectural artifacts are believed to be capable of answering
questions which are related to the past. In this specific context, institutions assign to
artifacts the status of 'historical documents'. But artifacts are not only historical sources.
1Michel Foucault, The Archaeology of Knowledge and The Discourse on Language, trans. A.M. Sheridan
Smith, New York: Pantheon Books, 1972, p. 7 (originally published in French as L'Archdologie du
Savoi, Paris: Editions Gallimard, 1969).
2Ibid., pg. 7.
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They can also inform current production and practices in the domain of architecture,
playing a didactic role. Thus the documentary status of architectural artifacts--whether
documents are given historical or didactic role--is determined by institutional procedures.
As we have seen in chapters four and five, artifacts are indexed and catalogued.
During these procedures, they are identified as individual entities. This autonomization of
artifacts is necessary for pragmatic reasons. To give a name and a definite description to
an artifact, it has to be isolated and severed from its probable context. But the autonomy
of artifacts is not sought solely for practical reasons. It is a necessary condition of their
institutionalization. The autonomy of artifacts is required for their displacement and
relocation into different groups to form new totalities under different procedures. The
isolation of artifacts as autonomous entities is reinforced by an institutional protectiveness
which results in their enshrinement in museums, archives, and exhibition galleries. This
practice of autonomization shifts attention from the documentary significance to the
material qualities of artifacts. With this shift, it becomes possible to read the architectural
practices of the time under study in the document, not through the document. 3 The study
of an architect's sketchbook can be taken as an example. This shift implies that instead of
reading through the sketchbook for a representation of something outside, say a building,
one can read the sketchbook itself, questioning its meaning for the architectural practice
of the time. Thus this shift engages directly the status of artifacts, situating them in
between text and object.
As we have observed, architectural artifacts are traditionally conceived as
documents which are collected, preserved and exhibited in specialized institutions. The
documentary status of artifacts is not a given but a construct, sustained by institutional
practices. We have also seen that institutional procedures can declare the autonomy of
3Charles C. Lemert and Garth Gillas. Michel Foucault Social Theory and Transgression New York:
Columbia University Press, 1982, pg. 131.
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architectural artifacts. These practices turn artifacts into objects. By doing so, they give a
different identity to artifacts, recalling the quality of monument as defined by Foucault.
Thus, specialized institutions in architecture have the capacity to construe artifacts as
monuments.
The term monument in architecture inevitably brings us back to Alois Riegl's
definition of the term. Riegl draws a distinction between intentional and unintentional
monuments. A monument is a "human creation that keeps human deeds and events alive
in the minds of future generations."4 As such, it is irreplaceable (historical) and it has a
"commemorative value." For Riegl, a monument can have an a priori value which can be
defined by the original intention behind its erection. Moreover, the value of a monument
can be also constituted a posteriori through the reading of historians and amateurs. He
affirms that "it is not their original purpose and significance that turn these works into
monuments, but rather our modern perception of them." It is this unintentionality, says
Riegl, that allows us to consider "the document an involuntary monument." 5
Both intentional and unintentional monuments are characterized by having a
"commemorative value." A monument can be understood as an object whose function is
to make us remember, to call upon memory.6 The act of memory does not entail the
reconstitution of past events linked with a chain of documents. One can talk about
memory without necessarily referring to a history. 7
4Riegl, Alois. "The Modem Cult of Monuments: Its Character and Its Origin" (1903), trans. Kurt W.
Foster and Diane Ghirardo, Qppositions, vol. 25, Fall 1982, pp. 21-51 (originally published in Alois
Riegl, Gesammelte Aufsatze Augsburg-Vienna: Dr. Benno Filser, 1928).
5Ibid., pg. 23.
6Frangoise Choay, "Alberti: The Invention of Monumentality and Memory," The Harvard Architecture
Review, vol. 4, Spring 1984, pp. 99-105.
7Jacques Le Goff, History and Memory, trans. Steven Rendall and Elizabeth Claman, New York:
Columbia University Press, 1992 (see also the review article by Patrick H. Hutton, History and Theory,
vol. 33, no. 1, 1994, pp. 95-197).
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Aside from its commemorative significance, another aspect of monuments appeals
to the senses: the "art value". As argued by Frangoise Choay, a monument cannot be
dissociated from the realm of aesthetics. Instead of being inherited from the past, the
artistic qualities can be discovered within the monument in the present time. Therefore,
the significance of monument is at once historically determined and relative to the values
of every time.
Thus, the possible coexistence of artifacts' documentary and monumental
characteristics is conditioned by the recognition of their informative and formal qualities.
It is observed in the activities of specialized institutions that artifacts can be treated both as
documents and autonomous entities in their own right. In a recent exhibition held at the
CCA, this potential duality was strikingly emphasized. The exhibition focused on
architects' sketchbooks. In the exhibition catalogue entitled The Architect's Sketchbook:
Current Practice the curators wrote:
Most of the architects in the exhibition have worked with sketchbooks
throughout their careers. Perhaps they return again and again to this
traditional format because the sketchbook had both practical utility and
deep cultural significance. A sketchbook is at once an artist's tool and a
work of art with trenchant value. Indeed, ideas that the architect deposits
between a sketchbook's covers over time represent a cross-section through
artistic stratigraphy. Like an archaeological excavation, a sketchbook yields
key fragments for the reconstruction of an architect's work. Institutions
like the CCA that acknowledge the value of architects' sketchbooks--
displaying, collecting, and preserving them--enrich the current and future
understanding of architectural endeavor.8
As practical tools of architects, sketchbooks are viewed as the best documentation of the
creative thinking process. As works of art, however, sketchbooks themselves become a
metaphor for creativity. Therefore, the focus of the CCA exhibition is both the design
process of the subject depicted in a sketchbook, and the sketchbook itself. Clearly these
approaches are intimately linked and both conceptions can co-exist in the understanding
8 The Architect's Sketchbook: Current Practice. Actualit6 du carnet d'architecte, Montreal: CCA, 1992,
pg. 31, [my emphasis].
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of an architectural artifact. Once artifacts can be read both as documents and monuments,
this co-existence creates a permanent tension in the definition of architectural artifacts.
New Appreciation of Architectural Artifacts
The acknowledgment of this duality can be viewed as a new appreciation of architectural
artifacts in specialized institutions. This new appreciation becomes apparent in their
various activities. Yet not all institutions have the structure and power to effect artifacts in
their many dimensions. As an institutional archive, the Institut Frangais d'Architecture
does not treat artifacts as museological objects. Although called a museum of architecture,
the Deutsches Architekturmuseum does not necessarily treasure artifacts for their
documentary qualities. As a gallery, the RIBA Heinz Gallery does not enshrine artifacts
as in a museum display. The CCA appears to be the only contemporary institution that
encompasses activities related to the diverse characteristics of architectural artifacts. This
new appreciation becomes apparent if we look at the preparation process of the CCA's
sketchbook exhibition. These sketchbooks of ten currently practicing architects were
exhibited at the Getty Center in California two years before the CCA exhibition. For
almost a year, the curator Carol McMichael Reese worked closely with the architects in
their offices to gather the material. In contrast with the long preparation process of the
first exhibition, the major decisions crafting the CCA exhibition were taken in a single
day. During a one day charrette, different groups of experts focused on the selection of
pages to be shown, their arrangement, and the final order of display. Their decisions
were based on a variety of criteria ranging from the subject depicted in a sketch to the
formal and visual qualities of a single page. The celebrity of the architect, a proper name
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mentioned, a term referred to, the technique used in a page, the thickness or the
dimension of a sketchbook could be a sufficient reason for their selection and display.9
During this selection process, artifacts were treated according to two different
approaches: scholarly and formal. A scholarly approach was developed by the curators
who had thorough knowledge about the preparation process of the sketchbooks and the
projects depicted. Appreciating the works of architects, the curators focused on the
documentary qualities of sketchbooks. For their part, exhibition designers,
conservationists, and the technical staff were concerned by the formal qualities of
artifacts. This formal appreciation of artifacts challenged the curators' scholarly
concerns.10 The merging of these two approaches, however, conveys a new appreciation
of architectural works. Collections of works of art, but particularly painting and sculpture
were known for their connoisseurship. In the late 60s and with the "New Art History,"
this began to change. 1 ' Viewed as sources of social and cultural history, paintings were
shifted to the status of documents. When architectural artifacts started to be collected and
exhibited in the 60s and 70s, they were moving in the opposite direction of works of art
and of contemporary scholarship.
In the last three chapters of this study the introduction of the notions of autonomy
and overprotectiveness emphasized the formal qualities of artifacts. The recognition of
these formal qualities brings us back to our discussion in the first two chapters. Those
chapters discussed the disinterested, value free appreciation of artifacts. I believe the new
9For example, a page from Carlos Jimdnez's sketchbook was opened because it contained sketches of the
CCA building. Comparably, a single term written by an architect determined the final decision. A
particular page was selected in Aldo Rossi's sketchbooks because there he mentioned the term "Tendenza."
The length of the Rossi's 31 sketchbooks put side by side totaled 25ft, and would not fit into the existing
show cases. The final decision was to exhibit 28 of them open and show the covers of the remaining
three.
10For example, pages with stronger colors were placed at the corners of display cases to define the edges.
11Stephen Bann, "Art History in Perspective," in a special issue entitled "The New Art History," History of the
Human Sciences. guest ed. Stephen Bann, vol. 2, no. 1, February 1989, pp. 1-18.
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appreciation of artifacts as things worth seeing can best be apprehended under the concept
of taste.
In the mid nineteenth century, in Europe, taste was an operative concept in the
various activities of the architectural organizations and societies. Particularly in England,
the notion of taste was embedded in the exhibiting practices of emerging architectural
societies. The organizers of these exhibitions were mostly practicing architects. For them,
architectural works exhibited lend themselves to be approached for their formal qualities.
Understood in relation to the practice of architecture, the goal of these institutions was to
inculcate a taste for architects' work in the mind of the public. The purpose of this search
for consensus through a commonly shared taste was to express the collective goals of
architects. Their goals focused on the presentation of the educational and ethical standards
of their work. Public appreciation helped architects in their struggle to gain recognition as
a professional group.
It is my contention that taste both as a concept and a practice still operates in
twentieth-century institutions. As we have observed, specialized institutions aim to
increase the public appreciation of architectural artifacts. They try to educate the public to
develop an interest in the work of architects. The development of this interest would be
governed by the rules of taste. As a concept, taste becomes a way to fulfill the goals of
these institutions. Moreover, as an arbitrary side of their decision making process, taste
operates at the margins and guides these institutions' practices. From the margins, it
operates in these institutions to challenge their scholarly (scientific) approach in
collecting, preserving, cataloging and exhibiting. Today the institutional practice of taste
favors the development of a middle course between the appreciation of the historical and
formal qualities of artifacts. It protects specialized architectural institutions from the
elitism of pure scholarly approach. Taste as a safeguard operating at the margins plays a
positive role in opening the field of architecture to the public. It helps to locates works of
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architecture not solely within the profession but also in the social and cultural domain. As
such, contemporary architectural institutions partake of the larger domain of the
discipline.
Specialized Institutions of the Discipline
Samuel Weber argues that the competence of professionals in any field derives from their
mastery of a particular discipline. Besides selling his or her professional skills as a private
individual to other equally private individuals, the work of a professional is rendered by
the claims to fulfill specific social needs. Weber tells us that:
Finally, the professional is felt to render a service rather than provide an
ordinary commodity, and it is a service that he alone, qua professional, can
supply. The latter aspect of professionalism lends its practitioners their
peculiar authority and their status: they are regarded as possessing a
monopoly of competence in their particular field. It is, then, the constitution
of this field that provides important insight into the character and operation of
professionalism. The latter has, understandably enough, often been
identified with specialization, that is, with the technical division of labor
characteristic of modem forms of production and of knowledge. 12
As stated by Weber, a profession is identified with specializations, with the "technical
division of labor" in modem society. Architecture is often evaluated as a profession that
operates within the limits of its own field of activity that includes the practice, the design
and the construction of buildings. However, architecture as a "service profession" cannot
be understood only as an isolated practice providing a mere commodity. The service it
provides is not isolated but integral to the society and culture, and embedded in everyday
life. In an article entitled "Critical Historicism and the Discipline of Architecture," Paul
Jay distinguishes the social role of architecture:
The word architecture refers, of course, to the art and science of
constructing buildings. It also, however, refers to a discipline within the
12Samuel Weber, "The Limits of Professionalism," Institutions and Interpretations, Mineapolis:
University of Minnesota Press, 1987, p. 25 (originally published in Oxford Literary Review, vol. 5,
no.1-2, 1982, pp. 59-74).
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fine arts and, more generally, to a social institution that orders and
regulates the nature of buildings and how we think about and experience
them. 13
Understood as a social construct, the discipline of architecture brings together not only
practicing architects, but also historians, builders, engineers, preservationists, and
amateurs. 14
Starting from similar premises, Magali S. Larson tells us that what makes
architecture a social institution, especially in capitalist societies, is its significance as a
profession that possesses technical, artistic, and social dimensions. Although these
interests operate together, the emphasis placed on them changes in different times and
places. Larson asserts that architecture's social role, can be understood in the process of
transmitting its technical services and artistic dimensions to the public. The necessary
interaction between architects and other professionals takes place within different social
organizations. Architectural societies are the best known organizations that enable contact
and communication among professionals. Universities and academies provide a larger
field of interaction to include historians, critics, theoriticians, and scholars from other
related fields of knowledge, such as archeology and art history. The question asked at the
beginning of this study was: how do specialized institutions, namely archives, museums,
and galleries function in architecture? These institutions are established with a claim to
construct a bridge between architects and the public in general. By providing new means
of interaction, architectural museums, public archives, and galleries try to establish
stronger links. Specialized institutions of architecture do not function as autonomous
organizations within the field of architecture. They take part in the specification of the
"technical division of labor" within the profession. Moreover, they act as mediators
13Paul Jay, Restructuring Architectural Theory ed. Marco Diani and Catherine Ingraham, Illinois:
Northwestern University Press, 1988, pp. 26-34 (originally published in Threshold 4, Spring 1988.)
14Stanford Anderson, "On Criticism," Elaces, vol. 4, no. 1, pp. 7-8.
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between the different actors of the field. As such they participate in the production and
reproduction of the discipline.
Specialized institutions play a significant role in the development of a body of
knowledge which is unique to the field of architecture. Larson writes:
In sum, the institutional bridges that connect different segments of this
profession are also centers for the production and reproduction of
discourse. Schools, professional societies, foundations, institutes, editorial
boards, specialized publishers, and (because architecture is an art)
museums and art galleries all concur in reinforcing the special place of the
elite form-givers, creating through this elite, a measure of ideological and
practical unity in this divided profession. 15
Adopting Foucault's definition of discipline as a system of control in the production of
discourse, Larson combines it with an understanding of the social appropriation of
discourse. If the discipline of architecture implicates the knowledge of many fields, such
as historiography, aesthetics, and building technology, then contemporary specialized
institutions testify to the variety of these interests.
As agents in the discipline, these institutions show us that the operations of
architecture and the understanding of its artifacts are irreducible to any single or unified
set of suppositions. The professional practice of architecture is strongly linked with its
conceptual operations. The relationship between the history of architecture to its theory,
its history writing to its criticism and the relationship of all these to its artifactual
production reveals the complexity of the discipline. Hence this complexity prevents the
autonomy of the profession's activities. In a professional context, an architectural artifact
is an expression related to the production of the edifice itself. In a disciplinary
environment, an artifact helps unfold the social and cultural dimension of architecture.
Devoted to and concentrated on a broader field of activity, these institutionalized artifacts
help the development of our understanding of the discipline at large.
15 Magali Sarfatti Larson, Behind the Postmodern Facade. Architectural Change in Late Twentieth-Centuy.
America, Berkeley: University of California Press, 1993, pp. 11-12.
231
With respect to the arguments regarding the working logic of specialized
institutions, two conclusions can be reached: they continuously redefine architectural
artifacts, and they participate in the construction of architecture as a discipline. As such,
these institutions aim to participate in the development of an architectural culture. The
activities performed by these specialized institutions draw their importance from the
specific social needs they claim to fulfill. They have the power and authority to establish
canons and insure the continuity of traditions. As social institutions, their aim is to frame
our understanding of the role of architecture in society. They help redefine architectural
practices within and outside the growing borders of the discipline.
However, the goal is not to legitimize the existence of the discipline within fixed
and unquestioned boundaries. Rather, the specialized institutions are active agents in the
expansion of the field. Through their various activities, collective traditions can be
transmitted and re-evaluated. The formation and the modification of new 'conventions'
find a nurturing ground in these institution. Claims regarding the immediate impact of
these institutions on contemporary architectural production remains as a subject to be
explored. Yet these institutions must be approached as one of the major "actors of the
discipline" of architecture. Acting as mediators, they have the potential to promote a
knowledge of architecture which combines its practical, theoretical, and aesthetic
dimensions.
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Pour un . usee d'Architecture
[fig. 1] Pour un Musde d'Architecture, L'Architecture, May 1923
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[fig. 21 Aby Warburg's "Mnemosyne," An Intellectual Biography, 1970
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w[fig. 31 Sir John Soane's Museum ,"a prototype," Parachute, 1989.
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Figure 13. Eighteenth-century blueprint for a gentleman's "museum." From Neickelius'
Museographia, Leipzig, 1727.
[fig. 4] Neickelius' "Museographia," Museums: in Search of a Usable Future, 1970
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The Soane Museum: the Dome in 1810. section looking east, drawing by George Bailey.
(Photo: Richard Cheatle: by courtesy of the trustees of Sir John Soane's Museum.)
[fig. 51 Sir John Soane's Museum, a curiosity cabinet, Design Book Review, 1989
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[fig. 6] John Soane's "Pasticcio," A Miscellany of Objects, 1992
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[fig. 7] Sir John Soane's Museum, "the union of arts," A Miscellany of Objects, 1992
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PLAN OF THE GROUND FLOORS OF
Nos. 12, 13 & 14 LINCOLN'S INN FIELDS
AS EXISTING ABOUT THE YEAR 18io
Io - a to t0 30 40 so 60 rEET
[fig. 8] Sir John Soane's Museum, "museum," plan of the ground floor (1810),
A New Description, 1991
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PLAN OF THE GROUND FLOORS OF
Nos. 12, 13 & 14 LINCOLN'S INN FIELDS
AS EXISTING ABOUT THE YEAR 1796
PLAN OF THE GROUND FLOORS 01-
Nos. 12, 13 & 14 LINCOLN'S INN FIELDS
AS EXISTING ABOUT THE YEAR i822
PLAN OF THE GROUND FLOORS OF
Nos. 12, 13 & 14 LINCOLN'S INN FIELDS
AS EXISTING ABOUT THE YEAR 18ic
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PLAN OF THE GROUND FLOORS 01
Nos. 12. 13 & 14 LINCOLN'S INN FIELDS
AS EXISTING
NM I2. NS 13. N2 14.
[fig. 9] Sir John Soane's Museumground floor plans, A New Description, 1991
260
[fig. 101 RIBA Drawings and Prints Collections, reading room (author's collection)
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[fig. 11] RIBA Drawings and Prints Collections, curator's room (author's collection)
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[fig. 12] Le Corbusier, project for a museum of unlimited growth (1931)
Cahiers d'Art, 1931
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[fig. 13] George Wightwick, plan of the garden, Palace of Architecture, 1840
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[fig. 14] The plan of Mus6um d'histoire naturelle, by Thouin (1823) L'invention des
musdes, 1993)
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EGYPTIAN C A R DE N
-It$
CALLERY OF PERSIAN ARCHITECTURE
[fig. 151 George Wightwick,
"Egyptian garden (top),
Gallery of Persian Architecture (center), and
ruins (bottom), Palace of Architecture, 1840 RUIN, EARLY DECORATRD.
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THE PALACE GATE,
[fig. 16] George Wightwick, main gate, Palace of Architecture, 1840
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[fig. 17] George Wightwick, Greek Museum, Palace of Architecture, 1840
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GERMAN ARCHITEt.TURE MUSEUM. PERSPFLTIVE OF TH 'HOUSE W1TIN THE HOUSE'
[fig. 18] Deutsches Architekturmuseum, "empty shell" Architectural Design, 1985
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[fig. 19] Deutsches Architekturmuseum, interior view, Architectural Design, 1985
270
[fig. 201 Deutsches Architekturmuseum, the germ of a collection, Architectural
Design, 1985
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[fig. 21] Deutsches Architekturmuseum, transparency, (author's collection)
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[fig. 22] Deutsches Architekturmuseum, white exhibition walls, (author's collection)
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1 Entrde
2 Vestiaire
3 Ascenseur vers le niveau principal
4 Hall d'entrde
5 Rotonde ouest
6 Loggia est
7 Loggia ouest
8 Librairie du CCA
9 Salle octogonale
10 Foyer du th6tre
I I Th6atre Paul Desmarais
12 Loggia du th6tre
13 Toilettes
14 Hall ouest
15 Hall central
16 Hall est
17 Salle carree est
18 Salle carr6e centrale
19 Salle carr4e ouest
20 Salle rectangulaire est
21 Salle rectangulaire centrale
Entrance
Coat Room
Public Level Elevator
Entrance Court
West Rotunda
East Loggia
West Loggia
CCA Bookstore
Octagonal Gallery
Theatre Ante-room
Paul Desmarais Theatre
Theatre Loggia
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West Hall
Centre Hall
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East Square Gallery
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West Square Gallery
East Long Gallery
Centre Long Gallery
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Salle rectangulaire ouest
Rotonde est
Entr6e de la bibliotheque
Salle de lecture
Aile Alcan des chercheurs
Salle d'6tude des collections
speciales
Bureaux des chercheurs
Passage Shaughnessy
Ascenseur vers les toilettes
et les tl6phones
31 Entree Shaughnessy
32 Salle du fondateur
33 Petit salon
34 Grand salon
35 Bar
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37 Jardin d'hiver Devencore
A Jardin des chercheurs
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West Long Gallery
East Rotunda
Library Court
Library Reading Room
Alcan Wing for Scholars
Special Coflections Study
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Founder's Room
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Scholars' Garden
Visitors' Garden
[fig. 23f Canadian Centre for Architecture, plan, CCA brochure, 1991.
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Plan du CCA
Transverse S ction
LongialSection
[fig. 24] Canadian Centre for Architecture, transverse section (above), longitudinal
section (below), CCA Buildings and Gardens, 1989.
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[fig. 25] Giovanni Paolo Panini, "Ancient Rome" (1757), Design Book Review, 1989
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FORTHCOMING
Dialogue with COLIN ROWE
lAIN BORDON:
Planning the Capitalist City and Bourgeois Utopias
MARTA GUTMAN on housing the homeless
LIANE LEFAIVRE on "Dirty Realism in European Architecture Today"
HOWARD MANSFIELD:
The City That Never Was
MICHAEL SORKIN'S "Model City"
DIANE FAVRO and ZEYNEP CELIK survey urban history periodicals
JOHN VLATCH:
Native American Architecture
[fig. 26] CCA, south facade, Design Book Review, 1989
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[fig. 27] Lenoir's museum.
interior views, (above) Taste of Angels,
(below) L'invention des musdes, 1993
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;- LE" HMIOAT IONS RE'OLUTIONNAIRES
Le 2 novembre 197), I'Asscmble decrete que -tous
les biens ecclesiastiques sont a la d sposition de la
Nation. Le texte, redigd par Mirabeau, a ete defendu
par Talleyrand, l'evdque d'Autun : -le clerge nest pas
proprietaire a l'instar des autres proprietaires, puisque
les biens dont it jouit et dont il ne peut disposer, ont
ete donnes non pour l'interet des personnes, mais
pour le service des fonctions..
Pour I'Assemblee, ces biens nationaux-, qui sont
remis aux nouvelles administrations du departement
ct du district, sont d'abord destinds a combler le
deficit des finances publiques, lone des causes de la
crise de 1789. De fait, nombre de biens fonciers et
imnobiliers seront mis en vente sous l'egide do
comite d'Alidnation dans les mois qui suivent.
Mais assez vite, precisement a partir d'octobre
1790, on s'interroge : s'agit-il
D ans un rapporleanNdalime.
l'abbc Gregotre note
.Des obiets rare, et
precieux avaient ete
accumnules,,ou plutat
accapares. pour servir
I ambition des familles
ci-devant nobles tel
est le depot de 1t-nigre
Castnies compose de
plus de vingt mille
pieces- L hotcl de
Castries ut ple ie
1790( -:)N
vraintent de marchandises, ces livres, manuscrits,
mddailles, peintures et autres obiets d'art que la
Nation vient de s'approprier Nait l'idee que l'Etat
doit se taire conservateur. Pour les uns, au nom
de -I'histoire nationale., dont ces ouvrages ~
sont les -monuments,; pour les autres,
comme Tallevrand, au nom de linstruction : ..Les
chefs-d'oeuvre des arts sont de grands moyens
d'instruction, dont le talent enrichit sans cesse
es gndrations suivantes. Le 13 octobre 1790,
[fig. 28] Vandalism, Paris 1790
(above and below),
L'invention des musees, 1993
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E n proposant derendre la Nation
proprietaire des hien"
ecclesiastiques,
Mirabeau soulevait
une immense questin
que la lutte de la
Reotion contre les
.mnuments de la
supersutiton.. Allair
rendre plus 0igue
encore :JC qul tatut
dtoner a des pemtures
ou a des 'culptut
4ui etaient a1vant tout
de obtcrs dc culte.
qui titratent leur
"ignificaton'. et peut
eite leur btec, de
la plte qu1 le Cs av't
entourCes : Detachees
do tout c exte
rtoleiCUX et depoUdlees
de tout caractere
symboibque
deviendraiett-ells
des urttes d'art ..
L'DEE DE PATRIMOINE NATIONAL 5
[fig. 291 The facade of Chateau de Gaillon brought by Lenoir, The Architecture of the
[fig. 29] The facade of Chateau de Gaillon brought by Lenoir, The Architecture of the
Ecole des Beaux-Arts, 1977
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fig. 13 The Brompton Boilers, installed with casts from the Architectural Museum. By
-nurtesy of the Board of Trustees of the Victoria and Albert Museum, London.
[fig. 30] Royal Architectural Museum, the Brompton Boilers, Victoria and Albert
Museum, Guard Books, no. 942.
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[fig. 31] Royal Architectural Museum, Bowling Street, The Builder, 1869
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)mpact storage shelving in archives vault Photograph Gabor Szilasi, December 1988.
[fig. 32] CCA, storage shelving in the archives, CCA. Building and Gardens, 1989.
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[fig. 33] CCA, books on exhibit at the library, (author's collection)
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[fig. 34] Shaughnessy House at the center of the new CCA building, C.A
Building and Gardens, 1989
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1 Lord Strathcona's house 1886-87, Hutchison and Steele,
architects
la Strathcona House conservatory 1886-87 Hutchison and
Steele, architects
1b Conservatories linked 1900, Edward Maxwell, architect
2 Duncan McIntyre's house 1874-75. William T Thomas,
architect.
2a Conservatory added ca 1885. architect unknown
3 Robert Brown's house 1874-75. Wilham I thomas.
architect, showing changes 1897. 1907
3a Dining room extended 1897, Edward Maxwell, architect
3b Blliard room added 1897, Edward Maxwell. architect
3c Cloakroom added 1897, Edward Maxwell, architect
3d Library added 1907, Finley and Spence. architects
-3e Drawing room renovated 1907. Finley and Spence,
-3e architects
12 3
fig 41 Main floor plan of the Shaughnessy House, showing changes 1886-1907. Drawing: David Kepron. office of Peter Rose Architect, 1988.
[fig. 35] "Main floor plan of the Shaughnessy House, showing changes 1886-1907,"
(1988), CCA. Buildings and Gardens, 1989.
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[fig. 36] Photograph of the Bauhaus building, 50 Years Bauhaus, 1969
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The Committee beg to thank those Exhibitors who have adopted their
suggestions as to the width of paper margin, and the gilt bead
round unglaed strainers; but there is still room for improvement
in some instances.
No. .ARGE ROOL1 Composition of Buildings lately erected at Manchester H. WALTES.
2 North-west View of the Manor House ereted at Aylesbury, Bucks
D. Ba"anon.
3 South-east View of the desecrated Chapel of St. Nicholas, at Little
Coggeahall, restored. This Cha , whi h in entirely of red brick, was
attached to the Abbey of Coggesal and wan built A.n. 1140-1142
J. CLaRS, F.S.A.
4 Villa Residence, Torquay . . . . H. APPLrroN.
5 TaOs. Ouavwa, Ju.
6 Tune. OLIVES, JUN.
7 National Schools for 150 Children, propoeed to be erected in Somerset-
shire, Coat, £850-. -. -. -. -. HENRY HALL
8 Warehouses proposed to be erected in Chorlton Street, Manchester, for
Joseph Whitworth, Esq. .- .- .- .- T. RooR SaITs.
9 Industrial and Parochial Schools now erecting at Lindfeld, Sussex
JosEPH CoEam, F.S.A.
10 Design for a Workhouse for 1200 Paupers. Cost, £20,000, nearly
J. T. LEpARD.
II St. Michael's Baptist Chapel, Coventry . . JAMEs MURaA.
12 New Public Buildings-Town Hall, Lirary, Municipal Offices, &C., about
to be erected at Singapore-View of the front towards the Sea. From
sketches by Jas. Fergusson . . JAs. EnsTON, JUN.
[fig. 37] Format of the Architectural Exhibition Catalogue, 1865-57
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i Andriessen, Andreaa. Plegtige inhuldiging van zyne doorlugtigste
hoogbeidt, Willem Karel Henrik Friso ... als Markgraaf van Vere ...
Amsterdam, Isaak Tirion, 1751
The Princm, only just beinnag to gain some popularisty qoftr the threat of French invasin had -
called hin to poster by means of thi'rovoluionl' of 1747,died between his gunrds into VON
(Junefirst) and the publication of thisfite-book (October26th). The plats shor trisenphal
arches; thefoldiv plate represents the arrassianentofshefireworks before they were l t off.
The text includes the speech made by the mister of the Scottish Church at Vere (then stilt oner
of the most prosperous Dutch tradiagports). See item 38. Polio. (io)+52 pp. and It plates I
(i fdg.). Title in ted and black. One engraving in the e. Orig. boards. calf spine.
L38
2 Anthos, Georg David. Grundig og tydelig anviisning til den civile
Bygnings-Kunst ... Grlndliche und deutliche Anweisung zu der Civil
Bau-Kunst. Copenhagen, Nic. Maller, (November) 1759
Georg Anshan, buildirg smarter and inspector of the Danish Royal Palace, as one of the foremost
architects in his country during the t8th cenatury. His ewn best-kmosn works are the Frederiks
Church in Christiansham near Copenhagen and the Palace of Bragecvd in Zeeland (which was
later rebuilt). Extensive practical experience both in buildiag and in teaching (he wat a lecturer
in geometry and architecture at the Acadan'y) is the fouidationsfor the preent treatise. The text
is in Danish and German in opposite columns. Large 4to.(4)+ZS pp. and 5n engtavedplates
(i folding). Contemporary calf, vety needy rbacked.
£55
3 Berain, Jean. roo planches principale de loeuvre comple. Paris,
(c.189o)
Well-prodscadfacsimile edition of some of the bast desigs by Bdrain( 649-s71) which hada
decisive intuesice especially on German Baroque ofthe early i8th century (Decher, Schabler).
Large folio. too plates incl. title. Orig. half-cloth portfolio.
£16
4 Bblens, Ferdinando Gal (da). L'architettura civile preparta asd Ia
geometria, e ridotta alle prospettive. Parma, Paolo Monti, 1711
One of the great landusarks in the history of seqo design, a new method of representing architec-
tural settings in acute diagonal perspective, the'scesa per angolo'. Not only did this invention,
first put into practice by the author at Bologna in 1703, thoromhly revolutioniza baroque stage
design, replacing the older central perspective, but it also had a profouid influence ioan Piranesi
(at is evident both in the Carceri and in the Vadusi) and other topographical artists throughout
Europe. Ferdinando Galli (1657-z743), the head of a large andfamosusfamily of stage daigners,
was trained in the studio of the Belognese pasiter Cigmnamt aned u er the iVineer Rivani uho was
responsible for the theatrical machinery of Lauis X V's theatre at Versailles. First ensplayed by
the Duke of Parma,he tas later sammaond to Viawsa by the Emperor Charles VI to provide
setsgsfor courtflses atd plays. His work represants the sme late-baroque interestsfrom uhih
Posto's Perspective emerged in 1693 (andof course Poss, to, was misisaed t Viema).
Foler 134 ( incomplte ); Berlin Cat. 26 28; Cisognara 430; Comoli 3:3*40. First issue ofthe
original edition, wishout the laser addition of BolAgnus e vnders' tames so the ipruit, asd before
thenaenberiiofthe plates. Folio. (2o)+156-(t+t blank) pp. and 7o unnunbered engr. plates.
With engr. portrait, woodcut on title, 2 hesdpiecs, Is initials, 32 tailpieces and some Seuons.
Contcemp. blse-paper boards, calf spine. See half-she illuwstradm, appasite.
4265
5 (Blondel, J. F.) Description des festes donnees par Is ville de Paris,
A 'occasiondu mariage de Madame Louise-Elasbeth de Frane, & de
Dom Philippe, Infant & Grand Amiral d'Espagne, les vingt-neuvidoe &
trentifme Aofit mil sept cent trente-neuf. Paris, P. G. Le Mercier, 1740
Fite-book for the mrriage of Louiss-liusbeth, daghter of Louis XV, to Philip, smn of
Philip Vof Spain andoflisabeth F-rnats (e i'an64). Thefeassivitin stre aueaual in their
concentration on one stretch of the Saime,beosten Pot Netand Pont Royal, atao the ide of the
Louvre. The plates show a plan of this locality, details of the bote used to illsoaiete river andquays, the decorations of the Pont Naf, the artificial islaid in the river and its paoilion with a
boatigjoust beiar held arouid it, elevations aid plans of the baciny added to the Levrefaqade
for the occasion and of the pasilions built alki the banks, aid a i atiueanid vry invative
fire ork display. The ballinthe TwHaUl is alustratad mith sectionalviadstofthebuildiaw
B. Weinreb Ltd, 39 Great Russell Street,London wc:
[fig. 381 A page from Weinreb Sale Catalogue, 1969
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[fig. 39] Architectural model in the sale catalogue, Phillips Fine Arts Auctioneers, 1985
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[fig. 40] Charles Robert Cockerell, "A tribute to Sir Christopher Wren," Sotheby's
Sale Catalogue, 1985
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[fig. 41] A page from the CCA exhibition catalogue, Architecture and Its Image, 1989
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[fig. 42] Letter written by Le Corbusier to Auguste Perret, from the IFA archives
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TROISIEME SOUS-SOL
1. ARRIV8E DES ARCHIVES. 2. AIRE DE STOCKAGE DES ARCHIVES NON D9POUILL9ES. 3. CONSERVATION
DES ROULEAUX. 4. STOCKAGE VERTICAL DES ARCHIVES NON D9POUILL9ES. 5. AIRE DE TRAITEMENT.
6. CONSERVATION DES MAQUETTES. 7. STOCKAGE DES DOSSIERS. 8. ATELIER. 9. STOCKAGE DES DOSSIERS.
10. STOCKAGE DES ARCHIVES. 11. STOCKAGE DES DOSSIERS ET DES REVUES D'ARCHITECTURE. 12. AIRE
DE CONDITIONNEMENT.
1. ENTR9E ET HALL D'ACCUEIL. 2. LABORATOIRE. 3. CONSULTATION. 4. CONSERVATION. 5. DOSSIERS
D'ARCHITECTES. 6. BIBLIOTH2QUE. 7 RSERVE PR9CIEUSE. 8. CADRES DE SUSPENSION MOBILES.
9. REPRODUCTION DE DOCUMENTS. 10. STUDIO DE PRISE DE VUE. 11. CONSERVATION DES CLICHES
PHOTOGRAPHIQUES. 12. CONSERVATION DES PIECES DE MOBILIER.
[fig. 43] IFA archives, floor plans, Les Archives d'architecture, 1990
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DEUXIEME SOUS-SOL
-. -
ili
CADRES DE SUSPENSION MOBILES POUR LES DOCUMENTS ENCADRES.
[fig. 44] IFA archives, interior views, Les Archives d'architecture, 1990
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MODiLE D'ACTE DE DONATION
Entre : M. X...
Adresse
Ville
et
L'Institut Franeais d'Architecture
si6geant 6, rue de Tournon - 75006 Paris
repr6sentd par son directeur,
I a 6t6 convenu ce qui suit:
ARTICLE I:
M. X..., d6tenteur des archives relatives & l'activite professionnelle de l'architecte Y... en fait don
A l'Institut Frangais d'Architecture. Dans le cadre de la convention qui lie l'Institut Frangais d'Archi-
tecture et les Archives de France, ces archives deviennent la propri6tt des Archives de France.
L'inventaire de ces archives consiste en la liste des boites, liasses, rouleaux, cartons A dessins,
clich6s et tirages photographiques etc..., enlev6s A l'adresse suivante : ...................
L'Institut Frangais d'Architecture, se porte garant de la conservation de ces archives et pourra
dans le cadre de ses programmes, les mettre en valeur par expositions, ditions, publications, pho-
tographies, articles ou essais.
ARTICLE 2:
M. X... aptorise l'Institut Frangais d'Architecture i utiliser ces archives, les exploiter de toute
manitre qu'il juge utile, en vue de la promotion de l'ouvre de l'architecte Y...
En cas de reproduction d'ceuvres et de documents d'archives dans des ouvrages, articles ou publi-
cations diverses, r6alisds ou co-6dit6s par l'Institut Frangais d'Architecture, les donateurs ou leurs
ayant-droits renoncent A leurs droits d'auteurs.
ARTICLE 3:
L'Institut Frangais d'Architecture ne peut, ni cider, ni vendre, ni disperser ces archives ; il pren-
dra en charge tous les frais relatifs au transport, A la protection, A la pr6sentation et A la couver-
ture par des assurances, en particulier A l'occasion d'expositions.
ARTICLE 4:
Les membres de la famille auront, sur simple demande 6crite, acc6s A tous les dossiers et pibces
utiles dans le cadre d'actions en justice, relevant de la garantie ddcennale ou trentenaire.
ARTICLE 5:
L'Institut Frangais d'Architecture fournira, sur simple demande 6crite, des reproductions de docu-
ments A des tiers (clients, architectes, proprietaires...). Ces reproductions seront facturdes au pro-
rata des frais occasionn6s, et sur base d'un devis pr6alable.
ARTICLE 6:
En cas de publication d'un ouvrage monographique sur l'wuvre de l'architecte Y..., 7 exemplai-
res de l'ouvrage seront remis & M. X...
En cas de reproduction d'ceuvre et de documents d'archives dans des ouvrages g6n6raux, articles
et publications diverses, r6alises par l'Institut Frangais d'Architecture, une photocopie de la par-
tie ou passage relatif A l'oeuvre de l'architecte sera remise A M. X...
[fig. 451 IFA archives, an agreement for donation, Les Archives d'architecture, 1990
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[fig. 461 A view from the exhibition of Cassas collection, Gazette des Beaux-Arts,
1926
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[fig. 471 Models from Cassas collection at the Sir John Soane's Museum, Gazette des
Beaux-Arts, 1990
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[fig. 48] Sir John Soane's Museum, model room, CCA. Building and Gardens, 1989
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[fig. 491 "Construction of a solid model of a dome and vault roof form," Architecture
and Its Image, 1989
[fig. 50] "Deconstruction of a solid model of Le Corbusier's Villa Savoye,"
Architecture and Its Image, 1989
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